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reports Sidney P. Solow, 
Vice-President and General Manager 
Consolidated Film Industries 

A Division of Republic Pictures Corp. 


“The Andre Debrie Aiglonne daylight processor has three points of 
superiority which are the qualifying factors in our purchase: 

1. The machine is always ready for service regardless of the inter- 
vals between periods of use. 

2. There is no leader used in the Aiglonne since the unique film 
drive and film path lead in the good film by itself. 

3. There is no chemical control problem whatsoever since the solu- 
tions used for any length of film are continually discarded as 
they are exhausted.” 

Find out today why leading motion picture and television executives like 
Mr. Solow call the Aiglonne Model “D” “the most important advance in 
motion picture processing in three decades.” 

Wire, phone or write for complete literature. 


<~ ANDRE DEBRIE 


‘ MANUFACTURING CORPORATION 


rom ERR, 39 WEST 32ND STREET, NEW YORK, N. Y., TELEPHONE: PENNSYLVANIA 6-6924 
, Sa Ik A SUBSIDIARY OF BELOCK INSTRUMENT CORPORATION : COLLEGE POINT, L. I., N. Y. 
” WEST COAST: GORDON ENTERPRISES, 5362 N. CAHUENGA BLVD., N. HOLLYWOOD, "CALIF. 
SOUTHEASTERN STATES: CLIFFORD E. MATTOX, 209 BEVERLY ROAD, COCOA BEACH, FLORIDA. 

CANADA: ANDRE DEBRIE COMPANY (CANADA), 33 ST. JAMES STREET, E., MONTREAL. 
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16 and 35mm 


Release positive— 


GEVAERT makes 


the best in cinefilm 


€ 





THE GEVAERT COMPANY OF AMERICA, INC. 


Quality Photographic Products Since 1894 


Sales Offices & Warehouses at 


321 West 54th Street 150 No. Wacker Drive 6370 Santa Monica Bivd. 9109 Sovereign Row In Canada: Gevaert (Canada) Limited 
New York 19, New York Chicago 6, Illinois Los Angeles 38, Calif. Dallas, Texas 345 Adelaide St., West,Toronto, 2-B, Ontario 








BIG ROLE FOR 
U.S.C. CINEMA 
DEPARTMENT 


University Benefits From Greatly 
Extended Use of 35mm and 16mm 
Mitchell Motion Picture Cameras 


One of the most startling developments among the 
cinema departments of colleges and universities is 
the increased contribution which the campus film 
unit has made to the field of higher education. 


A leading example is the University of Southern 
California where students using professional 
Mitchell motion picture cameras film a remarkable 
range of subjects. Films are created for classroom 
instruction, public relations, sports events, campus 
activities, scientific research, audience reaction 
research, entertainment, television and industry. 


Mitchell cameras meet an extreme range of film- 
ing requirements. No other single camera has 
proven so flexible in use as these easy-operating, 
trouble-free 35mm and 16mm cameras which con- 
sistently deliver the highest quality film. 


For information about Mitchell cameras, write 
today on your letterhead. 


Widely diversified filming conditions are covered in 
instruction in which Mitchell cameras demonstrate their 
great flexibility. 





award winner, Dr. 





Center of Ann Arbor. 





Peabody and TV “Emmy” 


Frank 


Baxter, being filmed for 
the education TV and Radio 
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Mitchell camera focuses on operating room as medical p 
instruction film is made by Department of Cinema at U. S. C. ‘ 1 
R 
Me Wchel | Mme 
) 
CORPORATION 
666 WEST HARVARD STREET 
GLENDALE 4 CALIFORNIA 
Cable Address MITCAMCO" , 
. 
if’ ; = 
Students from all over the 3 
world attend U. S. C. to E 


Will 


learn the latest techniques 
of 16mm and 35mm cine- 
matography. 


"85% of professional motion pictures shown in theatres throughout the world are filmed with a Mitchell 
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ON THE COVER 


4 BIRD'S EYE VIEW of a production company at work shooting a scene for 
20th Century-Fox’s “Peyton Place” on location in Maine. The operator is 
making a final check through finder as screen director Mark Robson (white 
jacket, left of camera) prepares to call “Action!” to Lana Turner on steps 
(lower left in photo). Director of photography William Mellor, A.S.C., 
having lined up camera for the shot. watches proceedings from vantage of 
ladder top (upper left).—Photograph by Guy E. Nichols. 
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AMERICAN CINEMATOGRAPHER, established 1920, is published monthly by the A. S. 
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Union, $5.00 per vear. Single copies 35 cents: back numbers 40 cents; foreign single 
copies, 40 cents; back numbers, +5 cents. Advertising rates on application. Copyright 1957 
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l16mm.Color Motion Picture 


16mm Color Internegative— 
Positive Printing and 
Processing 


Magnetic Laminating 
Color Slidefilm 


l6mm Black 
and White 
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Box 2408 
Gary 5, Indiana 


Laboratory 


5929 East Dunes 
Highway 


Telephones 
Gary, YEllowstone 8-1114 
Chicago, SAginaw 1-4600 





OUR EXPERIENCE IS YOUR KEY TO 


SERVICE & DEPENDABILITY 





CAMART TV. CAMERA DOLLY < 


















MODEL III-B 7 
® Boom Arm raises and lowers \ 


boom so that you can film while 
the camera is being moved. Can 
be lowered to 2 ft. or raised to 
almost 7 ff. 
© Four rubber-tired 10” 
ball-bearing wheels for 


—- smooth, silent movement, 





- in alignment for use NEW CAMART TV MIKE BOOM 
with dolly tracks. Lock- 


ing device for straight 
run. 

@ Counter balanced 
spring action permits ac- 
curate balance for 


any motion picture peak efficiency. For $297.50 with Si 


camera with blimp, studio or location. Tele-F 


or standard tele- 


Improved model with new in- 
ternal noiseless mechanism for 
directional mike control. Sturdy 
construction of lightweight al 
loys for maximum strength and " 




















vision camera Stanc 
FOB N. Y. 
Dolly Tracks available 
' 
\ 
ARRIFLEX 16 ; > &6 
REGEL LIGHTS ACE CLEAR VISION SPLICER 
16 and 35mm cameras for immediate for polyester Cronar base and magnetic film. : 
delivery. Arriflex 16 & 35mm sound- an Flore pcr = = form. Two Straight or diagonal butt slices do not show on : ¢ 
, — Sads, SHancs 00 screen. No cement or scraping. Stand- 
proof Ke Pg wl peed converters, cases. $255. ard model, for 16mm and 35mm..... $59.50 « O 
—e TIM SOCK. ANS Two Model 400 heads, De Luxe Model 
used cameras stands, converters, cases $200. up to 70mm — ‘ ; $69.50 
| € 
}« 
fe 
, 
CAMART + § 
CORE " 
DISPENSER e | 
: 4 +c $ 
Attach to wall or on 
table, keeps cores is 
handy at all times. j } , 
Plastic Clear Vue MACO VIEWFINDER e 
amo re $12.50 Professional type side viewfinder, with large, 
bright, erect image. For Cine Special, Filmo, I 
Aluminum Bolex, and Cine- C 
0” ccctinae ee Voice cameras. $139.50 T 
a  sctmeies Se 
ae” sccaeaioun 14.50 + S 
CAMART TIGHTWIND ADAPTER 
@ Eliminates cinching or abrasions Easily Adjustable for t b 


@ Winds film evenly—no holding 16 & 35mm 
@ Fits any 16 or 35mm rewinds 
@ Only tightwind operating on 
on BALL-BEARING On the West Coast Camart Products are Available 
ROLLER pieeahdacioaneta _ $29.00 from Birns & Sawyer, Inc., Los Angeles, Calif. 


CAMERA MART. == wae 
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1845 BROADWAY (at 60th St.) NEW YORK 23 - Plaza 7-6977 «© Coble: Cameramart 











“Auricon Pro-600” 
) with Single-Lens ‘‘C’’ Mount, 

Tele-Finder Objective, plus 
; Standard Auricon Finder. 





“Auricon Pro-600” 
with Critical Ground-Glass Focussing, 
available on 3-Lens Turret Model. 


Preferred by 
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PROFESSIONALS... +we ave New 


“AURICON PRO-600”’ 


4c Self-blimped for completely quiet studio operation. The whisper-quiet film flow 


of The ‘‘Auricon Pro-600” is silent proof of precision design. Your sound-recording 


microphone never picks up ‘‘Pro-600”" Camera noise! 


4c 600 ft. film Magazines with Auricon-Electromatic Take-up, 
for 16 minutes of continuous “Talking-Picture”’ filming. 


+c Synchronous Motor Drive for ‘‘Single-System”’ or 
“Double-System” Recording. 


+ $1,497.00 list... for Auricon Pro-600 ‘‘Double-System”’ 
professional picture-camera with built-in features. 
j Also available at added cost is ‘“Single-System” 
equipment for Optical Sound-Track-On-Film, ‘‘C-mount”’ 
Lenses, View-Finders, Film Magazines, 3-Lens Turret, 
Critical Ground-Glass Focusing, Lens Sun-Shades, 
Tele-Finders, etc... 


+« Sold with 30 day money-back guarantee, you must 
be satisfied! 


—~ 


te for free illustrated ‘‘Auricon Pro-600” literature 
price schedule. 
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“Auricon Pro-600” 
features Push-Button ‘‘On-Off,”’ 
with safety-interlocked 
film-flow mechanism. 








for 16mm optical 
sound-on-filim 








| Muricon 


| A PRODUCT OF 


BERNDT-BACH, INC. 


6902 Romaine Street, Hollywood 38, California 








MANUFACTURERS OF SOUND-:ON-FILM 


<ECORDING EQUIPMENT SINCE 


CINE-VOICE IZ 








PORTABLE POWER UNIT 
































“Auricon Pro-600” 
Turret Model with 
“Zoom” type Lens 
and Finder in use. 
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SUPER 1200 SOUND RECORDER 





ONE CAMERA 


16mm or 35mm 
in 10 SECONDS! 


Ca merette 1.) 


Reflex Motion Picture Camera 


The perfect camera for the motion picture film 
maker working in both 16mm or 35mm color 
er black and white. 


LOOK AT THESE ADVANTAGES— 


@ The same lenses, same motor drives, same 
sound blimp and accessory equipment used 
for both 16mm or 35mm—to convert simply 
change the magazine 


@ Precise rugged movement 

@ Reflex viewing 

@ 200 degree adjustable shutter 
@ Divergent three lens turret 


@ Automatic film gate 400’ magazines 16 or 
35mm—the 16mm magazine will accom- 
modate daylight spools as well as standard 
core load. 


@ Light weight—only 14 pounds with 3 
lenses, 400’ magazine, and 6/8 volt motor. 


Write for brochure 














U Jamerette 


patents coutant-mathot 
Manufactured by Ets. Cine. Eclair, Paris 


FRANK C. ZUCKER 


(+ AMmeRA CQuiement Gals 
A 


Dept 315 West 43rd St 
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VIC ARMSTRONG, lab consultant for Cinerama, 
inspects new radio frequency lamp (arrow) 
for high-speed printing of color films. 


A new radio frequency lamp that per- 
mits high-speed optimum quality print- 
ing of color motion picture films with- 
out the need for costly optical or filter 
systems has been announced by Syl- 
vania Electric Products, Inc., New York. 

Use of the RF lamp makes it possible 
for labs to increase speed of critical film 
printing operations up to eight times 
faster than by conventional methods. 
One of its first applications was in the 
printers handling Cinerama films. 

The lamp, which was designed in co- 
operation with the Motion Picture Re- 
search Council in Hollywood, operates 
at 3100° Kelvin. No external changes 
have been made in the new model, and 
it can be used without need for modi- 
fication in equipment where the original 
model is now being used. 

. . * 


Wilton R. Holm, technical associate at 
DuPont’s Parlin, New Jersey, Photo 
Products Research Laboratories. has 
been named sales-service representative 
for motion picture products by the com- 
pany. 

Formerly chief color consultant and 
director of photographic services for 
Cinecolor Corp., Hollywood, Holm 
joined DuPont in 1953. He is an associ- 
ate member of the American Society of 
Cinematographers and a Fellow of the 
SMPTE, of which he is national secre- 
tary. 

° * . 
Alvyn Wyckoff, one of Hollywood's 
best-known veteran cameramen, died 
last month following a lingering illness, 
He was the first President of the IATSE 
cameramen’s union in Hollywood, and 
later was head of the camera depart- 
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ment at Paramount studio. He is said to 
have done more to better the lot of the 
cameraman in the Hollywood studios 
than any other individual in his craft. 
and at great personal sacrifice. 

While an active cameraman he photo- 
graphed many of Cecil B. DeMille’s 
great productions. 

e - ° 

A new method of making 16mm color 
prints in quantity without risking dam- 
age to valuable original film has been 
announced by George W. Colburn Lab- 
oratory, Inc., Chicago. New method, ac- 
cording to company, ultimately will 
make the reversal-master method of 
large quantity 16mm color print produc- 
tion obsolete. 

Instead of printing directly from the 
original film, a special printer makes 
the internegative from A & B originals. 
incorporating fades, dissolves and the 
invisible splice-editing technique. De- 
signed by George W. Colburn, company 
president, the printer features simple 
color balancing for individual scenes. It 
has a capacity for turning out both in- 
ternegative and release prints at the 
rate of 40,000 feet per day. 

. . . 

Anything from a $20,000 Mitchell cam- 
era outfit to a $10.00 film changing bag 
is now available to cinematographers 
and film producers on a rental basis 
from the new Gordon Enterprises Rental 
Center, 5362 No, Cahuenga Blvd.. North 
Hollywood, Calif. 

Available are Arriflex, Auricon, Bo- 
lex, DeBrie, Mitchell, Wall, and Bell & 
Howell cameras. Special data-recording 
cameras, including the Hulcher 70mm 
sequence camera, and the high-speed 
cameras made by Eastman, Wollensak. 
Fastax, and Askania are also available 
and can be shipped on two hours’ notice 
to any part of the world, according to 
the company. 

A complete list of motion picture 
equipment available for rental may be 
had by writing the company direct. 

. e * 
One of the noteworthy recent produc- 
tion trends is that of shooting special 
footage during the filming of a pro- 
duction for use in promotional trailers 
for the picture. 

When the Kramer company went to 
Spain to start shooting “The Pride and 
the Passion,” a cameraman with 16mm 
equipment and color film recorded high- 

(Continued on Page 484) 
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TEL-Animastand...¥ 


ANIMATION and SPECIAL EFFECTS CAMERA STAND 
































© Operates with any 16mm or 35mm camera 

© Precision alignment from 2 through 24 fields 

@ Massive main column (3%4” dia.) guide column 
(2” dia.) ground for accurate performance 

© Bail bearings for smooth zoom action 

@ Precision machining thruout with .001 accuracy 

© 60” zoom; 24” east /west, 18” north /south travel 

© 360° Rotational table; precise locking action 

© 4 counters calibrate compound; zoom movements 

© Twin heavy-duty rods support rigid, counter- 
balanced camera faceplate 

© Roller chain drive; ultimate strength 2000 Ibs. 

© Easy to install & operate. Passes thru 30’ doorway 

® Acme registration “Standard of the Industry” 

© Heavy welded steel base 

© Wt. 850 Ibs.; Ht. 9 ft. 
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CONVENIENT PAYMENT PLAN AVAILABLE 


Write for illustrated brochure describing 
many adaptations of the TEL-Animastand 





Here is a partial list of the many 
satisfied Tel-Animastand users: 


Associated Missile Products Corp., Pomona, Calif. 
Boeing Airplane Co., Wichita, Kansas 

California Institute of Technology, Pasadena, Calif. 
Campbell Films, Saxton’s River, Vermont 
Holland-Wegman Productions, Buffalo, N. Y. 
Sandia Corporation, Albuquerque, N. M. 

Telefects, Inc., New York, N. Y. 

TV Spot Service, Cedar Rapids, lowa 

UNESCO (Aid to india), Paris, France 

University of California, Livermore, Calif. 
Veterans Administration Hospital, Topeka, Kansas 


Viguie Film Productions, Inc., Santurce, P. R. 
Photographed at 
Telefects, Inc., N. Y. C. 


ai, e SDeparhitital _ = of the Whotion Picture Industry of 












Western Branch: 6331 Hollywood i ilevard, Hollywood 28, Calif. e Phone: HO 7-2124 
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CAMERA EQUIPMENT COMPANY 


presents the new Magnasync 


Magnaphonic Sound Recorders 





The New MARK IX 
MAGNAPHONIC SOUND SYSTEM, SYSTEM “A” 


with built-in record play amplifier and remote 
control assembly is an engineering achieve- 
ment with exclusive features found in no other 
recorder. Has recording, playback, and bias 
oscillator circuits enclosed in separate plug-in 
assemblies; easy accessibility to all amplifier 
components; push-button motor controls; re- 
mote control footage counter, record-play & 
film-direct monitor switches. Available in 16mm, 
17¥%.mm & 35mm priced from $2,145.00 





Model X-400 


is a completely synchronous 16mm Magnetic 
film recording channel, professional in every 
detail. Can be operated in ‘‘console"™ position, 
as shown, or stacked as one unit. Features 
simple camera or projector interlock, instantan- 
eous ‘‘film-direct’’ monitoring, and low power 
consumption. Ideal for the low budget producer. 


$985.00 


Prices subject to change without notice 


FRANK C. 


Gaus Cagprment (Come. 










For quality & economy 
MAGNASYNC 


is the perfect answer— 


to the needs of film producers, 
large or small, feature or com- 
mercial, because— 


© It delivers clean, distor- 
tion-free sound. 


© itis compact, light- 
weight, portable, meets 
the latest SMPTE stand- 
ards. 


© it serves every segment of 
motion picture and spot TV pro- 
duction. 


© Purchaser is not required to 
pay royalties on footage con- 
sumed. 


BUT MOST OF ALL, the MAG- 
NASYNC MAGNAPHONIC line 
contains exclusive features found 
in no other recorders, yet all 
carry low, low price tags. 


Trust your own ears—trust your 
Sound Man's judgment. Switch 
to MAGNAPHONIC SOUND. 














OTHER MODELS: 


MARK IX SYSTEM “'B” includes Model 
G-932 microphone mixer with 2 


channel slide wire attenuators. 


$2,820.00 


MARK IX SYSTEM “'C” includes Model 
G-924 microphone mixer and re- 
mote control assembly packaged 


in matching portable case. 


$2,520.00 


TYPE 5 features built-in Monitor 
amplifier, separate overdrive torque 
motor, record gain control, and 


playback control. Priced from 


$1,570.00 


ZUCKER 


Dept. A 315 West 43rd St., 
New York 36, N. Y 
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INDUSTRY NEWS 


(Continued from Page 482) 


lights of the production activities which 
later went into theatre trailers and TV 
film spots to pre-sell the film. 

Otto Preminger followed suit when he 
started to film “St. Joan.” The results 
of this filming are considered by some 
as interesting as the feature itself, be- 
cause it takes the theatregoer inside 
studio gates and behind the scenes of 
picture making as no other film has 
ever done. In masterful black-and-white 
photography, all the interesting tech- 
niques of cinematography are displayed 
as are other techniques of professional 
motion picture production. The trailers 
made of this footage are credited with 
having done a terrific preselling job for 
the picture. 

a + & 
Establishment of a separate motion pic- 
ture production unit for Autonetics, a 
division of North American Aviation, 
Inc.. Downey, Calif., has been announced 
by the company. Scheduled for produc- 
tion this year are more than 30 films, 
in addition to continuing the documen- 
tation recording of Autonetics’ research 
and development progress in electronic 
and electromechanical fields. Jay E. 
Gordon has been appointed supervisor. 

. a 2 
An International Experimental Film 
Competition will be held in connection 
with the Universal and _ International 
Exhibition in Brussells, Belgium, April 


21 to 25, 1958. The competition is open 


to all film productions which reveal an 
attempt to explore new ways of cinemat- 
ographic expression—that is, creations 
which fall outside the familiar pattern 
of commercial entertainment films. 

The competition is open to both 16mm 
and 35mm _ films, black-and-white or 
color, sound or silent. Films may be of 
any length, and any number of films 
may be entered by a competitor pro- 
viding they have been made since Janu- 
ary 1, 1955. 

Two grand prizes and six bronze 
medals will be awarded winners. The 
first prize of $10,000 is being donated 
by Gevaert Photo-Producten, N.V., par- 
ent company of The Gevaert Company 
of America, Second prize of $5,000 is 
being contributed by the S.1.B.1.S. (Mo- 
tion Picture Society of Belgium). 

* =) ° 
Gerry Rich, formerly with Camera 
Equipment Company. N. Y., has been 
appointed General Sales Manager of 
Florman & Babb, motion picture and 
TV film equipment distributors in New 


| York City. Another F&B staff addition 


is Leonard W. Hollander who will spe- 
cialize in non-theatrical and audio visual 
services for the company. 


solution: 


NEW EASTMAN COLOR 


DUPING STOCK 
(Types 5253 and 7253) 


problem: 


FIND A QUICKER, MORE 

ECONOMICAL METHOD OF 
PRODUCING NEW SHARPNESS 

AND BETTER COLOR FIDELITY 

IN 16mm COLOR RELEASE 

PRINTS FROM ORIGINAL 

35mm COLOR PHOTOGRAPHY 


Lab Superintendent Ted Hirsch, 28 years at CFI 
in Hollywood, demonstrates the new, more 


RED 
color 
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separation 80% in delivery time. 
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CONSOLIDATED FILM INDUSTRIES 


959 Seward St., Hollywood 38, California HOllywood 9-1441 
521 W. 57th St., New York 19, New York Circle 6-0210 










The newest PROFESSIONAL JUNIOR Tripod with the removable 
head — world standard of quality—brings you these 
great, modern improvements: 

Simplified camera attaching method with easily accessible 
knob — Adjusting telescoping pan handle with adjustable 
angle, and sockets for left, right or reverse tilt — Special 
pan tension adjusting knob, independent of pan lock — 



































CECO has become so associated with fine quality 
professional tripods, a lot of people think we 
invented them. Actually some long-forgotten 
ancient made the original tripod. It's just that 
we have improved them more than anybody else 
in the world—with convenient devices to simplify 
cinematography and live TV telecasting. All sorts 
of clever improvements for tilting and panning. 
Herewith some of our models. Come in and see 
for yourself why the PROS go for PROFESSIONAL 
JUNIOR* TRIPOD 


TRII-CECO SMALL GYRO 
TRIPOD features ‘‘controlled 
action". Has two speeds— 
slow and fast—for both pan- 
ning and tilting. Especially 
recommended for 16mm 
Mitchell, 16mm Maurer, 
B&H Eyemo and similar 
cameras. Weight, 19 Ibs. 
Precision construction, also 
used as gear head. Crank 
handles included. 


$600.00 COMPLETE 

































$260.00 


CECO ALL-METAL TRIPODS have cast 
top flanges and upper leg portion 
made of one-piece aluminum ulloy 
castings. Lower legs are 1" 
seamless steel tubes, hard-chromed 
legs slide easily and have tie-rods 
to center tube for automatic level. 
ing; calibrations help simplify set- 
up. Accepts ‘Balanced"’ TV head, 
Mitchell, other similar Professional 
Tripod heads. 
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Cast in tie-down eyelets — Self-aligning double leg locking TH 9 PROFESSIONAL JR. GEARED HEAD . 
knobs. This newest PROFESSIONAL JUNIOR still maintains its used on Professional Jr. standard ° 
world-famous precision workmanship at NO INCREASE IN tripod. Crank handles control pan . 
PRICE. $150.00 & tilt action. je 
$150.00 Head ONLY ve 
a 
$200.00 compete ha € 
WITH TRIPOD . 
* 
° GR3$ 
° KIT 
6 Conv 
x 2 $150.00 Heap onty colut 
, - $200.00 comptete with TRIPOD — 
an 
° THI1-PROFESSIONAL JR. SPRING Bord 
$22.00 : $75.00 e HEAD is similar in construction } single 
ADJUSTABLE COLLAPSIBLE ALUMINUM TRIANGLE insures rigid THI-CECO PROFESSIONAL ° to Ceco Balanced TV head. 
positioning of tripod legs. Prevents slipping and damage JUNIOR HI-HAT is an adapter TR12-CECO PROFESSIONAL JR. ADJUST- . Ideal for AURICON 600 and 
to floors. for extremely low-mount set- ABLE WOODEN BABY TRIPOD accepts | other cameras. Spring-load 
Model C (illustrated) $32.00 ups; also used for title stands all Professional Jr. Tripod Heads. | tilt assures that camera will | 
and permanent mountings. Has substantial shoe and spur. a return to neutral position ' 
Model B (less clamps) $26.00 Handles either friction or Measures 26” extended from floor when lever is in unlocked 
geared-drive tripod heads. to flange, 18” collapsed. Weight 7 Ibs. D position. Built-in spirit level. 
x1 
ad 
wi 
$425.00 at 
HEAD ta 
ONLY rs 
de 
ver 
ha 
ret 
sp 
TH2-CECO NEW “BALANCED” TV HEAD, MODEL C zit 
Center-of-gravity adjustable, offers smooth $285.00 HEAD ONLY 
tilt with 360° pan action, perfect balance. 
Quick relase handle locks in position. Has TH3-CECO MICRO WAVE RELAY wf 
tension adjustment, built-in spirit level and REFLECTOR HEAD is perfect for pare 
gard GLEP-TYPE _— telescoping extension pan handle. Camera up to 6-foot diameter. Withston | 
$1 350.00 HEAD ONLY aa = _ py a. moveable on top plate to counter-baiance torques of 225 ft pounds in elevate 
eee ae ee film load or long lenses. and 150 ft pounds in azimuth. & | 
aus Gimume le, an Se ronmental treated for extreme wee 
weed as Frechesd. Super Tripod for “BALANCED” TV Head $140.00 nuit 
Prices Subject to Change smooth action, rugged con- ¥ 
struction. Ideal for use with ; 
Without Notice Mitchell BNC. Can be used FRANK C. ZUCKER : 
with silent cameras with 
- bridge plate, € 
x AITIERA UIPMENT (O., INC. 
*Reg. U.S. Pat. Off. No. 2318910 
P 
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Success Minded TV and Film Pros : 
















CECO PROFESSIONAL FILM 
VIEWER, permits editor to 
view his film from left to 
right on a large, brilliantly 
illuminated screen. Easy 
threading, portable, will not 
scratch film. Viewing screen 
size is 5%" x 4%". EDIY- 
16mm model. Also available 
} with sound reader installed. 


..- look to CECO for 
Top tools and techniques 


As most Pros know, CECO is headquarters for the 
world's finest cameras, recording and editing 
equipment and photographic accessories. But 
CECO is more than that. It maintains the finest 
service department in the East—also an engineer- 
ing and design department. CECO is always happy 
to consult with film makers—either beginners or 
Academy Award Winners—about their technical 
problems. May we help you? 










$350.00 viewer only; addi- 
tional $75.00 with coun- 
ter; additional $150.00 
with built in sound reader. 


ve cost?) 35mm Model $500.00 
























































CUTTING AND EDITING 





— TABLES are of heavy- 
' 9 e gauge all-steel construc- 
"ph . tion; block front exten- 
wanes e sions for all rewinds; 
ye ‘ channel slide drawers; 
t Rat bakedenamel finish. 
fy = i Various models & sizes; 
— ‘6 with & without lightbox, 
ane ” drawer, and film clip 
. 


rack, 


3’ x 5’ x 34” with Formica top, 
underneath film reel rack; with- 
out drawer, film clip rack, or 


* light box. $80.50 

















— ° SY45-CECO ‘‘FILMETER'’ STOP 
hiaiie: 5000 Watt— $175.00 ° WATCH AND TIMER For 35 and 
. 16mm cinematography. Ys sec- 
$276.50 ¥ ond intervals. Black figures in- 
GR39-COLORTRAN GROVERLITE “S000” SENIOR  CL13-CECO 5000 WATT CONE LIGHT. Shadow- - dicate film footage consumed 
‘ ;: : * . < . for 35mm; blue figure for 16mm. 
KIT contains two Senior Lights with Senior less, will flood a large area with soft light. ° Sed Gauses tadiente Gane ce- 
Converter, 2 stands of chromed steel with Can be placed close to actors who are able ‘ - a oak me ro 12 minutes 
column supports, packed in 2 fibre cases. to look directly into it without blinking, Com- a ne ‘ + “ smentad sits 
RIPOD GR40-same, with Master Converter. We also plete with switch, 25 ft. cable and yoke, ee a oe rn — 
e tion. Chrome finish, anti-mag- 
handle the full line of Mole-Richardson & ie Auaiiatin with dds so 
RING Bordwell McAllister lighting equipment. 2000 Watt— $110.00 750 Watr—$75.00 . see = re tt 
tion } single heavy-duty CECO case. $284.00 ns . P - $14.50 up 
ead. 
and e 
load ° 
will 
° ' e 
tion 
-ked 


MOVIOLA FILM EDITING MA- 
CHINES “SERIES 20" designed 
so that short pieces can ke 
used without putting the 
films on reels. Picture size 
3” x 4” on 35mm models 
and 2%" x 3%," on 16mm 
rear projection-type screen. 
Some models are equipped 
with reel spindles. Can be 
reversed by hand-operated 
switches. Various models 
available. Also synchroniz- 
ers and rewinders. 


a 


) X1-ARRIFLEX 16mm_ Incorporates all 
advantages of Ariflex 35mm Camera, 
with mirror reflex system which per- 
mits viewing and focusing through 
taking lens while camera is in opera- 
tion. Viewfinder shows clear, well- 
defined image correct parallax, unin- 
verted and right—side-up; eyepiece 
has 10-power magnifier. 3-lens tur- 
ret. Accepts 100-ft daylight loading 
spools; also accessory 400-ft maga- 
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, zines. 

e ADDITIONAL PRODUCTS — Ace Clear Vision Splicers @ Editin 
Y . Barrels © Editing Racks © Electric Footage Timers ® Exposur 
arabe C€16$68-CECO AURICON CINE-VOICE CONVERSION Meters & Color Temperature Meters ® Silent & Sound Projecto 
thstor Cine-voice camera modified to accept 1 200-ft. . ® Screens ®@ Film Processing Equipment ® Film Shipping Cases 
levo magazines; has torque motor for takeup. Also y Film Editors Gloves ® Marking Pencils © Retractable Greas 
a includes Veeder footage counter. , Pencils © Rapidograph Pens ® Flomaster Pen Sets ® Kum Kleen 
7 - 





‘ Labels © Blooping Tape. * Blooping Ink ® Dulling Spray * Alph 
$450.00 conversion only ° Ray Plutonium Lipstick Brushes ® Filters © Number and Le 
Write for prices on complete Cine-voice ° Punches © Camera & Projector Oil. © Magnasyne Magnaphot 
cameras, converted for external magazines ‘Te ic Sound Recorders. 
and all other models of Auricon Cameras. : ‘ah FRANK C TUCKER 


(+ AMERA CQuipment (O..,INC. 


Dept. A 315 West 43rd St., 
New York 36, N.Y. JUdson 6-1420 















Prices Subject to Change Without Notice 













i rewind w/universal joint and 
€. 5s end support to hold 
ma = up to 5- 35mm reels. 
REWINDS «nc 
ACCESSORIES 


He 


RETWC-1 
rewind 
w/16 - 35mm 
combination 
tightwind 































REF-1 
friction control 
rewind w/1 reel 
shaft 35mm. 









RE-1 
rewind w/l reel 
35mm shaft 





SB-1 

swivel base 
attachment 
for rewind 


SP-16 (16mm) spacer 
, ‘ SP-35 (35mm) spacer 

_ IMMEDIATE 3 —_— 
DELIVERY . ot Ne 
JG - FROM STOCK... -e spring locks 

j AT BETTER 35mm aluminum shaft : 

DEALERS male or female cores 
EVERYWHERE ASC-16 (16mm) 






















LS-1 
leader 
stanchion ~ 
rewind 
attachments 








precision film editing equipment/reels, cans and shipping cases 


HOLLYWOOD FILM COMPANY 


‘ ward Street, H¢ lywood 36 Calif ia/ HU ywood 







4 
e 
Dranct 


HOLLYWOOD FILM COMPANY 


524 W. 43rd St., New York, N.Y., LOngacre 3-1546 


WRITE FOR FREE CATALOGUE 


*f 





MOVIELAB 





e l6mm-35mm 
Negative -Positive Processing 





Plus exclusive ADDITIVE 


scene to scene—color balanced 
KODACHROME printing. 





YORK 19, N. Y., JUDSON 6-0360 





med MOVIELAB BUILDING, 619 W. 54th ST, NEW 
COLOR CORPORATION 














VHAT’S NEW 





... in equipment, accessories, services 








Portable Processor 


Andre Debrie Manufacturing Corp 
39 West 32nd St., New York 1, N. 


announces it is now distributing in the 
U. S. the new Aiglonne 16mm rapid re- 
versal daylight developing machine. 
Fully automatic, the machine is de- 
signed for processing black-and-white 
films negative or positive perforated or 
unperforated. The body is entirely plas- 
tic, stream-lined and rust-proof. Full de- 
scriptive literature and prices may be 
had by writing the company direct. 





Vari-focus Projector Lens 

Bell & Howell Co., Chicago, announces 
the world’s first variable-focus lens for 
8mm projectors, Trade-named the Film- 
ovara, the new [/1.5 lens enables the 
user to vary screen image size during 
projection without moving the projector 
or screen. 

Focal length of lens can be varied 
between 15mm and 20mm. When set at 
the 15mm mark, it provides a wider 
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projection angle than any standard pro- 
jection lens; a 40-inch screen, for ex- 
ample, can be entirely filled with the 
projector only 11 feet away. At the 
20mm setting the Filmovara projects a 


full 40-inch wide picture with the 
screen placed 15 feet away. The lens 
can be set for any intermediate focal 


length between the 15mm and 20mm 
limits. 

At present, lens is available only on 
B&H Regent and Monterey 8mm _ pro- 
jectors for $15.00 additional. 





High Speed Camera 

Both a rotating prism and a rotating 
disc shutter are incorporated in a new 
28000-frame-per-second instrumentation 


camera announced by Gordon Enter- 
prises, North Hollywood, Calif. Trade- 
named the Photo-sonics 4B, camera is 
intended primarily for research in mis- 
sile and related rapid motion projects in 
which photography is employed for 
analysis. 

Film magazines hold 500 feet of film. 
Other features include buckle and run- 
out shut-off switches, a two-light timer 
and fiducial marker, optional f.p.s. rates 
below 2800, and a range of lenses to 
select from in from 80mm _ to 
550mm. 


sizes 


Telephoto Lenses 

Century Photographic Equipment Co.., 
10659 Burbank Blvd., North Hollywood, 
Calif.. which specializes on telephoto 
lenses for professional and amateur mo- 
tion picture cameras, announces the ad- 
dition of three new high-powered tele 


lenses: a 9-inch {f/3.8, priced at 
$139.50: a 15-inch £/4.5 at $199.50. 
o Avucust, 1957 


and a 6-inch £/2.8 at $119.50. The com. 
pany offers a three-year guarantee on all 
lenses sold. Descriptivee catalog is avail- 
able. 


Set Lighting Accessories 


Responding to the growing need for 
a professional source of various set 
lighting accessories such as cookies, but- 
terflies, lightweight pedestals, etc., Mole- 
Richardson Company, 937 No. Syca- 
more, Hollywood 38, Calif., well-known 
for its line of M-R lighting equipment. 
now offers a complete line of set light- 
ing accessories. For descriptive litera- 
ture and prices, write the manufacturer 
direct. 





400-ft. Dalite Processor 


Micro Record Corp., 487 South Ave.. 
Beacon, New York, well-known for its 
200-foot motor-driven daylight process- 
ing tank, has announced a new 400-foot 
capacity model to meet popular de- 
mand. 

Operable in daylight, standard equip- 
ment includes driving mechanism, light 
trap, one pair of 16mm or 35mm reels. 
length of hose with faucet adapter, and 
four solution tanks. Tanks, mechanism 
hood, and light trap are of corrosion- 
resistant plastic construction and guar- 
anteed unbreakable. Price for 110-volt 
model, $435.00. 
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GOOD NEWS! 


ARRIFLEX 16 SHIPMENTS STEPPED UP 


Many important motion picture pro- 
ducers, cinematographers, and indus- 
trial users waited months — even years 
— for delivery of Arriflex 16 cameras. 
With the intense demand for this out- 
standing equipment far in excess of 
initial production, a long waiting 
time was unavoidable, 


Today, more new buildings, more new 
machinery, and a growing staff of 
highly skilled technicians enable the 
Arri factory to fill orders with increas- 
ing speed. 


If you want the ultimate in 16mm 
cinematography, you will, naturally, 
turn to the Arriflex 16. Its mirror reflex 
shutter—not a beam splitter—gives 
you positive through-the-lens focusing 
and viewing without loss of lens effi- 
ciency, eliminates finders and rack- 
over devices. A registration pin film 
movement assures rock-steady screen 
images. You have a choice of electric 
motor drives for any purpose includ- 
ing synchronization, animation, or 
time lapse. Sound blimp, 400 ft. mag- 
azines, and wide selection of useful 
accessories, plus many other built-in 
features make the Arriflex 16 the out- 
standing all-round cine camera. 
What's more its weight of only 612 
pounds makes it ideal for hand-held 
shooting. 


See your franchised Arri Dealer for a 
complete demonstration. 


b 

| PHOTO CORP. 

| 257 Fourth Avenue, New York 10, N.Y. 
7303 Melrose Avenue, Hollywood 46, Cal. 


Arriflex is a member of the 
Kling family of fine 
West German photographic products. 
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why the ARRIFLEX 16 
is the most desirable 
professional 16mm camera 


Because of its 
features 





TRUE MIRROR REFLEX SHUTTER 
— not a beam splitting device — passes 100% of the light 
to film and viewing system intermittently. 


FINDER SHOWS BRIGHT IMAGE THROUGH TAKING LENS 
— even in poor light. 10X magnification; no parallax; no 
misframing; accurate, easy follow-focus. 


REGISTRATION PIN IN PRECISION FILM GATE 

— with balanced rear pressure pad, side pressure rail, cross 
stages around aperture. This means rock-steady pictures, 
no film “breathing,” 35mm-like film quality. 


THREE LENS DIVERGENT TURRET 
— lets you use wide angle lens to 300mm telephoto without 
physical or optical interference. 


INSTANT-CHANGE LENS MOUNT 
— with large-flange surface insures positive seating and 
precise flange focus and alignment. 


LARGEST CHOICE OF LENSES 
— by famous makers. From 11.5mm extreme wide angle 
to longest telephoto. 


VARIABLE SPEED MOTOR 

— electrically driven by light, compact, rechargeable bat- 
teries. Motor instantly interchangeable for other types — 
Governor Controlled, Synchronous and Animation. 


TACHOMETER, FOOTAGE AND FRAME COUNTERS 


HAND-HELD FILMING 

— all these features in a camera so light (only 6% lbs), so 
formfitting, with its ingenious Contour Hand Grip, that 
steady, hand-held filming is easy. 





Because of its _ !t isa hand camera for newsreel and fast action filming 


It is a studio camera when you add the 400’ Magazine and the 
Synchronous Motor. 


versatility 


It is a sound camera when you put it in the Arriflex Blimp. 


It is also an animation camera, a scientific laboratory camera, 
a medical camera, a cine-micrographic camera. 


You can start with the hand camera, and as your requirements 
demand, add the special purpose accessories, and yet be able to 
convert it back to a hand camera in a few seconds — and with- 
out the use of even a screwdriver. 


Here is a precision camera that can “take a beating” and still 
deliver the goods. 


Because it is 


rug & ed and reliable For instance: Al Milotte, ace Disney wild-life photographer, 


shot over 90,000 feet for “African Lion” with one Arriflex 16, 
in the rough tropics. 


Disney cameramen found the Arriflex 16 most reliable during 
the Navy North Pole Expedition in 1954. 


Now eight Arriflex 16’s are at the South Pole with Disney. 
Disney Studios has already purchased more than 30 Arriflex 16 
cameras—so far. 


Because of factory A modern, fully equipped service center is maintained in 
New York City, manned by factory trained technicians. A 


service in the U. S. complete stock of Arriflex parts is always on hand. Because 
Arriflex owners derive their income through the use of their 
cameras, service is handled on the promptest possible basis— 
in most instances within 24 hours. 


Because of its You cannot buy another registration-pin 16mm camera unless 
, you pay more than twice as much. If you “doctor up” an 
reasonable price ordinary 16mm camera with accessories needed for professional 
use, it will cost you more than the Arriflex and you still won’t 
have a professional camera, 1 \t to talk about the many ex- 
clusive Arriflex features. 


ARRIFLEX 16, complete with 
Variable Speed (wild) Motor, 
Battery Cable, Neck Strap $162500 


Matte Box and Lenses, additional 





Sole U.S. Distributor 
257 Fourth Avenue, New York 10, N. Y. 


KLING + HOTO CORPORATION 7303 Melrose Avenue, Hollywood 46, Cal. 


Representatives in: Boston, Mass. Charlotte, N. C. Chicago, Ill. Denver, Colo. Detroit, Mich. Houston, Tex. Kansas City, Mo. 
Hollywood, Cal. Memphis, Tenn. Miami, Fla. Newark, N. J. New York, N. Y. Philadelphia, Pa. San Francisco, Cal. Seattle, Wash. 
Sold through authorized Arriflex Dealers. 
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{A Message To Advertisers) 


= 


Please take 
a few moments... | 


to run through this copy of 
American Cinematographer. 
Note the interesting number 4 
fr of prominent business firms 
now using it to sell their 
products and services to those 
in the motion picture indus- 
try, here and abroad. 


se 





>. 
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As you turn the pages, note also 
the helpful and informative edi- 
torial content—a policy which for 4 
4 more than 38 years has made 
| American Cinematographer one of 

the most widely-read publications , 
| devoted to motion picture photog- 


P raphy and production. 
And the reason for this 








4... 


success is simply that Amer- 
ican Cinematographer pro- 
duces gratifying results for 
month after 


advertisers, 
month. 


3¢ 


advertisers are swinging to ; 
American Cinematographer, the 
one publication in the motion 
picture field that delivers more ¢ 
» sales per unit of circulation than 
! any other, and at a cost far less 


: No wonder more and more 





than that of any of the others. 


If you have a product or serv- 
ice to sell those in the business 
of producing motion pictures, if 
| you want your message to reach 





more of the men who buy, in- 
clude American Cinematograph- 


er in your 1958 Advertising 


Schedule. 


' SPACE RATES REMAIN 
UNCHANGED FOR 1958. 


AMERICAN | 
CINEMATOGRAPHER 


>: 35€ 5 5€ >~ 





THe AMeRIcAN Society oF CINEMATOGRAPHER’S 
MAGAZINE OF Motion Picture PHOTOGRAPHY 
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Booklets + Catalogs * Brochures 


available from equipment manufacturers 








Booklet on Animation 

A new 8-page booklet which describes 
design features of integrated animation 
units and explains how such mechanisms 
provide maximum accuracy, versatility 
and speed in animated film production 
is available from The Animation Equip- 
ment Corp., 38 Hudson St., New Ro- 
chelle, N. Y. 

Reprinted from the SMPTE Journal, 
the booklet covers such subjects as ani- 
mation stand construction, automatic 
follow focus, motorized zooms, camera 
design, critical viewing, dissolve mech- 
anisms, stop motion motors, compound 
design, moving peg bars, stationary and 
floating platens and electric table con- 
trols. 

Well illustrated with photos and draw- 
ings, the booklet clearly shows how me- 
chanical movements are accurately con- 
trolled on camera carriage and on auto 
focus. 


Film Planning 

A comprehensive analysis of the re- 
sponsibilities involved in the planning 
and production of non-theatrical films— 
designed to assist the sponsor and the 
producer in reaching a clear mutual 
understanding in achieving the best 
possible end product—is clearly deline- 
ated in a new report published by the 
Association of National Advertisers. 

Titled “Responsibilities of Film Pro- 
ducer and Sponsor,” booklet was pre- 
pared by a committee of experienced ad- 
vertisers-sponsors under the chairman- 
ship of Willis H. Pratt, Jr.. Film Man- 
ager, American Telephone & Telegraph 
Co. 

The report includes examples of a 
simple contract as well as a more com- 
plete written agreement and is available 
to non-members (of ANA) for $5.00 
per copy. Write the publisher at 155 
East 44th St., New York 17, N.Y. 

Kodak Revises Movieguide 

A new edition of the Kodak Movie 
Photoguide, often described as “the 
pocket encyclopedia of amateur movie 
making,” has been published by East- 
man Kodak Company, Rochester, N.Y. 

Previously titled “Kodak Cine Photo- 
guide,” the 32-page booklet now in- 
cludes a section on all 16mm Kodak 
black-and-white films. Other sections 
have been revised in light of recent de- 
velopments in equipment and techniques 
for the amateur and advanced amateur. 

The 414” x 314” booklet is bound in 
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simulated leather and_ is _ available 
through photo dealers at $1.75 copy. 


DuPont Films 

A six-page printed booklet, “Products 
of the Photo Products Department,” 
available from E. I. Du Pont de Ne- 
mours & Co. Inc., Wilmington 98, Del- 
aware, describes all Du Pont motion pic- 
ture films and other photo products pro- 
duced by the company. Included is a 
listing of all the district offices, ware- 
houses and plants of Du Pont Photo 
Products Dept. throughout the U. S. 


British Lab Booklet 


Attractively designed. printed and 
bound is a new 18-page booklet “Look- 


ing in on Colour Film Services, Ltd..” 
which describes and illustrates all the 
services available to film producers from 
Colour Film Services Limited, 22-25 
Portman Close, Baker Street. London. 
W-1. England, said to be Britain’s larg- 
est 16mm color film laboratory. An im- 
portant chapter describes the step-by- 
step procedure followed by the com- 
pany in handling client’s films. Recom- 
mended reading for those contemplating 
the production of 16mm color films any- 
where in Europe. 


Film Care 

Instructions on how to extend the use- 
ful life of cine films are outlined in a 
new Eastman Kodak booklet, “The 
Handling, Repair and Storage of 16mm 
and 8mm Films,” available without 
charge through Kodak’s Sales Service 
Division, Rochester 4, N.Y. 

The 12-page publication, punched to 
fit the Kodak Photographic Notebook, 
provides reference information for 
schools, libraries and amateur movie 
makers. 

Lighting Equipment 

Those responsible for the purchase of 
set lighting equipment for major studios. 
TV film and industrial film production 
are invited by Mole-Richardson Com- 
pany, 937 No. Sycamore Ave., Holly- 
wood 38, Calif., to write for a copy of 
the company’s new Catalog E, which il- 
lustrates and describes Mole-Richardson 
Lighting equipment and accessories, 
and in addition contains tables and dia- 
grams on power distribution for studio 
lighting, illumination tables, globe table. 
and data on lighting for color film pro- 
duction. 
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ECO is the foremost headquarters for 





ARRIFLEX--: 


XL-ARRIFLEX 16mm. Incorporates the most advanced developments 
ever featured in a Professional Motion Picture Camera, including 
registration pin movement, side pressure rail, three-lens DIVERGENT 
turret and quickly interchangeable motors. Also includes such stand- 
ard Arriflex advantages as viewing and focusing through taking lens 
while camera is in operation. Viewfinder shows parralax-corrected 
right-side-up image. Accepts 100-ft. daylight loading spools; also 


accessory 400-ft. magazines. 


ACCESSORIES FOR ARRIFLEX 16: Large Choice of Lenses from 
11.5 mm to 600 mm * 400 ft. magazines * nickel cadmium bat- 
teries * 110 volt Synch motor * Shoulder Pod. 








ARRIFLEX 35 BLIMP is a sound-proof housing 
for use with the Arriflex 35 camera using the 
400’ or 200’ magazine. Synchronous motor, 
Cast-magnesium alloy with black crackle finish. 
Internal walls are lined with corduroy velvet. 
All doors are sealed with foam rubber gaskets, 
and secured by heavy clamp locks. Regular 
Cover and optical system is removed from 
camera and replaced with a special cover which 
permits reflex viewing when camera is blimped. 
Oversized focusing scale is linked with taking 
lens and can be seen through window. 

ARRIFLEX 16 BLIMP ALSO AVAILABLE. 


We carry a complete stock of parts and 
our factory-trained technicians are avail- 
able to give prompt guaranteed service. 














NEW 35mm MODEL 2A 
WITH 180° SHUTTER. For 
tough and trying assign- 
ments, ARRIFLEX 35 is in 
a class by itself. Reflex 
focusing through photo- 
graphing lens while camera 
is Operating — this is just 
one outstanding ARRIFLEX 
feature. 


Equipped with bright, 
right-side-up image finder, 
6% x magnification. Solves 
all parallax problems. 3 
lens turret. Variable speed 
motor built into handle op- 
erates from lightweight bat- 
tery. Tachometer register- 
ing from 0 to 50 frames per 
second. Compact, light- 
weight for either tripod or 
hand-held filming. Takes 
200’ or 400’ magazine. 
Write for free folder. 






16mm and 35mm cameras, 


blimps and accessories. 


As you might expect, CECO features the com- 
plete ARRIFLEX line. We have sold these superb 
cameras to the top pros in the TV, newsreel and 
commercial film field. We believe that for versa- 
tility and professional performance, you can't 
beat ARRIFLEX. Come in and see these 
beauties. You'll fall in love with them. How 


about today? 





ARRIFLEX 35 ACCESSORIES: 
Lenses from 20 mm to 600 mm ¢ 200 
to 400 ft magazines ¢ nickel cadmium 
batteries ¢ 110 volt Synch motor ¢ Hi- 
Hat adapter for use on Pro Jr Tripod ¢ 
Shoulder Pod. 


ARRIFLEX EQUIPMENT 
ALSO AVAILABLE FOR RENTAL 


FRANK C. ZUCKER 
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The One-Stop source 


¢ for the Silming of o : 
Wavy, South Pole Exredstion $0.8. Junior 


Ccstenliahn” 
peration eepfreeze Vasily Improved 


AURICON PRO-600 | ~;”.°" 
















' 
for 16mm Optical Sound - On - Film 
—_ for Top Performance 
Professional 
Picture Camera with 
Built-in Features ' 







© For all types of medium weight cameras. 

® Outside, knurled camera tightening knob with angle gears. ; 
® Telescoping, offset tripod handle with second handle position. 

® Positive pan and tilt locks, with large tightening levers. 

® Detachable, precision machined friction plate 

© One-piece locking knobs for quick adjustments, even tension. 

¢ Aluminum leg supports with leg rest ledge—aluminum leg 








bearings 
@ Extra smooth friction head—guaranteed for 5 years. } 
® Seasoned, solid hardwood legs, oil treated & polished—will 
not stick. 
ONLY $145 (Sturdy Fibre Carrying Case $18) | 


Write for brochure showing complete line of tripods & accessories. 


Improve Your Film Titles , 
with TEL-Animaprint 














“Auricon Pro-600" with Lens 
Blimping Hood, Auto Parallax 
Finder with Magazine, Tripod 











“Auricon Pro-600’" with Single- 
Lens “C” Mount, Tele-Finder 
Objective, View Finder, Magazine 
















*% Self-blimped for completely quiet stu- 
dio operation. The whisper-quiet film 
flow of The ‘‘Auricon Pro-600°" is 
silent proof of precision design. Your 
sound-recording microphone never 
picks up ‘‘Pro-600°' Camera noise! 


Greatest dollar for dollar value in j 
the industry! The first sensibly 
priced HOT PRESS TITLE MACHINE 
for high quality, fast dry letter- 
ing—the answer to economy and 
precision accuracy in film titling. 
Prints dry from colored foil for in- 
stant use. Acme pegs assure perfect 
registration on paper or acetate 
cells. Prints all colors. Will produce j 
main titles, sub-titles, trailer titles, 

TV commercials, slide films, foreign 
language main titles, super- 
imposed sub-titles, shadow 
and third dimensional effects, | 
etc. 


%& 600 ft. film Magazines with Auricon- 
Electromatic Take-up for 16 minutes 
of continuous **Talking-Picture’’ filming. 


% Synchronous Motor Drive for *’Single- 
System’" or ‘‘Double-System"’ Re- 
cording. 


% Available at added cost is ‘'Single- 
System’ equipment for Optical Sound- 
Track-On-Film, ‘‘C-mount’’ Lenses, 
Film Magazines, View-Finders, 3-Lens 
Turret, Critical Ground-Glass Focusing, 
Lens Sun-Shades, Tele-Finders, etc 








“Auricon Pro-600" with Critical 
Ground-Glass Focusing, 3-Lens Turret PRICES START AT $1165 


WITH NEW HEATING CONTROL 
Only $435 


Write for TEL-Anima brochure— 
covering every animation need 


SOLD WITH 30-DAY MONEY-BACK GUARANTEE, 
YOU MUST BE SATISFIED! 


Write for free illustrated “AURICON PRO-600" literature and prices. 














ated perfectly throughout the changing climatic conditions. 


} 
Dept. F, 602 WEST 52nd St., NEW YORK 19, N.Y.—Phone: PL 7-0440, Cable: Sosound 
& @ Western Branch: 6331 Hollywood Boulevard, Holiywood 28, Calif—Phone HO 7-2124 \ 


> FOR AN EXCELLENT BUY IN ANIMATION & SPECIAL EFFECTS CAMERA STAND, SEE PAGE 483~<€ 








Under rigorous Antartica below zero temperatures, “Operation 
Deepfreeze,"" cameraman Bill Hartigan’'s Auricon Pro-600 oper- 
— TAKE ADVANTAGE OF S.0.S. CONVENIENT TIME-PAYMENT PLAN 














4f 





9.0.5. CINEMA SUPPLY CORP. 


WESTERN BRANCH — 6331 HOLLYWOOD BOULEVARD, HOLLYWOOD 28, CALIFORNIA — TELEPHONE: HOLLYWOOD 7-2124 


SAVE 70% to 85% 





NOW you 35mm producers can do the job from first to last! No 
need to send your precious negatives off the premises. Valuable 
time is no longer wasted waiting for work prints from outside 
laboratories. You can have absolute control of all your processing. 
Confidential film subjects and material can be handled with con- 
venience and privacy. 


Here is a machine that does the work of many hands and does 
it accurately. Eliminates human error! Entirely self contained so that 
the complete job is delivered wound on a reel, ready for immediate 
printing or projection. Speeds variable to 1200’ per hour plus, 
depending upon developing times. Loading and unloading spools 
are next to each other and to central panel containing motor drive, 
speed control, stop-start switch, development time indicator, ther- 
mostats, thermometers, fuses, transformers and relay cabinets. 


Built in one complete unit, designed for continuous work. Simply 
connect into 220V AC, water system and to a drain. The Houston 
N-35 is for darkroom operation. Top drive with floating bottom 
elevators assures uniform tension of film during processing. Size: 
110” long, 80” high, 33” wide. Shipping weight approx. 4000 Ibs. 


HOUSTON N-35 


dumm Negative or Positive Film Developing Machines 


a 


U. §: Gort. 
Paid Over $10,000 


——— 


YOURS... 


FOR 


AS LOW AS 


$1499 


COMPLETE WITH: 


5 STAINLESS STEEL TANKS 
BOTTOM DRAINS ; 
REFRIGERATION 
RECIRCULATION 

AIR PUMP 

DRY BOX 

STRIP HEATERS 

BLOWERS 

SPRAYS 


ONLY 15 AVAILABLE! 


Apparently unused, like new condition...... $2995 
Used, but completely reconditioned............ $1995 
Used, complete, require cleaning................ $1495 


All orders subject to prior sale 
Immediate shipment F.O.B. N.Y. Plus Packing 


“The Department Store of the Motion Picture Industry” 


> FOR AN EXCELLENT BUY IN ANIMATION & SPECIAL EFFECTS CAMERA STAND, SEE PAGE 483-~<< 





602 WEST 52nd ST., NEW YORK 19, N.Y. 
Phone: Plaza 7-0440 


Cable: SOSOUND 











Mixing your 
own chemicals? 





Reversal Processing can be easy! 
... Atkinson Reversal Processing 
Chemicals are already mixed! 
We're THE place to get them 
ready-to-use. (Either dry or 
liquid form) 

Other Labs and TV stations are 
using them you can save 
time and money, too 


Utkinun LABOR 


Santa Monica B« 
Hollywood 38 


ATORY, INC. 


OF libielaair| 





LOK-ON rewind flange 
slashes 16mm editing time 


From Hollywood to New York, the LOK-ON 
flange is becoming a MUST for 16mm 
editors and producers and labs. It lets you 
wind any length of film onto a quickly re- 
movable spool without danger of scratching 
or soiling the emulsion. Core takes standard 
lab pack spools, fits standard 16mm 
professional or amateur rewinds. 


Heavy gauge, clear plastic sides have foot- 
age scale engraved on inside surface for 
accurate length control. Outside flange is 
easily unlocked for removal of spool. Avail- 
able in 400’, 800’, 1200’ and 1600’ sizes. 
Start saving time and tempers now. Place 
your order today for early delivery. 





TELEFILM 





| +wuecornrnrpoRrartreono | 


6039 Hollywood Bivd. 
Hollywood 28, California 
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Photographic Assignments 


Who, where and what the industry's cameramen were shooting last month. 


“Asterisks indicate television film productions. 











ALLIED ARTISTS 


@ Exvuis Carter, ASC, “Oregon Passage,” 
(CinemaScope; Eastman color; shooting at 


Bend, Oregon) with John Ericson and Lola 


Albright. Paul Landres, director. 
@ Harry Mimura, “Hong Kong Incident,” 


(shooting in Hong Kong) with Jack Kelly. 
Paul F. Heard, director. 


@ Harry Neumann, ASC, “New Day at Sun- 
down,” (CinemaScope & Color) with George 
Montgomery and Randy Stuart. Paul Lan- 
dres, director. 


AMERICAN NATIONAL 
@ Monroe Askins, “Men of Annapolis,” * 
(Ziv-TV) with Wendell Corey. Leon Benson 
and James Sheldon, directors. 


@ Curt Ferrers, “Highway Patrol,” * (Ziv- 
TV) with Broderick Crawford, Eddie Davis, 
director. 

@ Bos Horrman, “Highway Patrol.” * (Ziv- 


TV) with Broderick Crawford. Herb Strock, 


director. 


CALIFORNIA STUDIOS 


Life of 
Jean Yar- 


ASC, “The 
Bendix. 


@ Lucien AnoprtorT, 
Riley.”* with William 


brough, director. 


Gun Will 
Richard 


@ Witttam§ Mareuties. “Have 
Travel,”* (Filmaster Prod.) with 
Boone. Andrew MecLaglen, director. 
“Matinee Theatre.” * 


@Lester SHorr, ASC. 


Various directors. 


@ Freet Sourncott, “Gunsmoke,”* (Fil- 
master Prods.) with James Arness and Dennis 
Weaver. Andrew McLaglen, director. 


COLUMBIA 
@ Gert Anpversen, ASC, “The Web,” * 
(Screen Gems). Walter Doniger, director: 
“Playhouse 90.°* (Screen Gems). Alfred 
Hiller, director. 
@ Kir Carson, “Father Knows Best,” * 


(Screen Gems) with Robert Young and Jane 


Wyatt. Peter Tewksbury, director. 


“Return to War- 
Carey, William 
Ray Nazzaro, 


@ Henry Frevuricu, ASC, 
bow.” (Color) with Phil 
Leslie and Catherine McLeod. 
director. 


Web,” * 


director. 


Gurrey, ASC, “The 
Walter Doniger, 


@ BuRNETT 
(Screen Gems). 


@ Ben Kune, ASC, “The Trial of Captain 


Barrett,” with Edmond O’Brien and Mona 
Freeman. Fred F. Sears, director. “Casey 
Jones,”* (Screen Gems) with Alan Hale and 


Bobby Clark. Lew Landers, director. 
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@ Cuartes Lawton, ASC, “Cowboy,” (Phoe- 


nix Prods.; shooting in Santa Fe, N. M.) 
with Glenn Ford, Jack Lemmon and Anna 


Kashfi. Delmer Daves, director. 


@ Irving Lippman, “Texas _ Rangers,” * 
(Screen Gems). Irving Moore, director; 
“Circus Boy,” * (Screen Gems) with Mickey 
Braddock and Noah Beery. Robert Walker, 


director. 


@ Artuur J. Ornitz, “The Goddess,” (Car- 
negie Prod. shooting in New York) with Kim 
Stanley and Lloyd Bridges. John Cromwell, 
director. 


“Adventures of 
Gems) with Lee 
Fred Jackman, Jr., 


@ Wittiam Wuirttey, ASC, 
Rin-Tin-Tin,.” *  (Sereen 
Aaker and James Brown. 
director. 


WALT DISNEY 


@ Warrer Castite, ASC, “Spin & Marty.” * 
Charles Barton, director. 


Fernstrom, ASC, “4th Anniversary 
with Walt Disney and his entire 
Miller, director: General Motors, 
commercial.* Nick Nichols, 


@ Ray 
Show,” * 
cast. Sid 
AC Division 
director, 


@ Extswortu Frepertcxs, ASC, “The Light 
in the Forest,” with Fess Parker, Wendell 
Corey and Joanne Dru. Herschel Daugherty, 
director. 


FOX WESTERN AVENUE STUDIOS 


ASC, “Broken Ar- 


Various directors. 


@ Cuaries Van ENGER, 


row, * with John Lupton. 


@ Frank Repman, ASC, “The Perry Mason 
Show,”* with Raymond Burr. Various direc- 
tors. 


GENERAL SERVICE 


@ Puuire Tannura, ASC, “The People’s 
Choice.” * (Norden Prods.) with Jackie 
Cooper and Pat Breslin. Jack Cooper, 
director. 

@ James Van Trees, ASC, “Burns & Allen 


Show,” * (MecCadden Prods.) with Gracie 
Allen and George Burns. Rod Amateau, 


Rod 


director; Betty Crocker commercial.* 
Amateau, director. 


@ Harry Witp, ASC, “Bob Cummings 
Show,” * (Laurmac Prods.) with Bob Cum- 
mings and Rosemary De Camp. Bob Cum 


mings, director, 


INDEPENDENTS 
@ Russert Hartan, ASC, “Witness for the 
Prosecution,” (Edward Small Prod. for UA 
release) with Tyrone Power and Marlene 


Dietrich. Billy Wilder, director. 


@ Gienn MacWirwiams, “A Time to Kill,” 
(Producers Associates Picts. Co.) with Jim 
Davis and Don Megowan. Oliver Drake, 
director. 


(Continued on Page 536) 
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BIRNS & SAWYER Proudly Announce 


their Appointment as Western Representatives for the 
Finest in Motion Picture Equipment 


From 
Camera 
Equipment 
Co. 





Smooth, Portable 3-Wheel Dolly 
Complete with tripod leg locks, adjust- 
able bicycle seat and heavy duty Dar- 





Now, for the First Time, this Superb 
Equipment formerly available only 
in the East — can Now Be Found 
Under One Roof in the West at 
BIRNS & SAWYER. 


Camera Equipment Co. 
National Cine Equipment 
Camera Mart 


Precision Sound Readers 









nell casters. Center wheel locks in po- Arriflex 
sition $300.00 Neumade 
Ecco 
CECO “Balanced” TV Head Compco Reels & Cans 
Model C Prestoseal 
HEAD ONLY a J. G. McAlister 
$425.00 . Moviola Mfg. Co. 


a 


Smooth, spring-loader tilt with 360° pan 
action. Tension adjustment. Holds heavi- 
est TV cameras. 

Heavy duty tripod for above. $140.00 





From Camera Mart 








Moviola Synchronizer 
4 Hub 16mm. Synchronizer with 


footage counter $170.00 









CAMART Baby Doll 
A four-wheel dolly providing the best bal- 


ance and stability required for professional 
production. Adjustable seat for cameraman; 











Arriflex 16 


In a class by itself. Lightweight and 
versatile. Registration pin, through-the- 


lens viewing. In stock. $1625.00 





SAVE $$$ with Pro-Cam Heavy 
Duty Shipping Cases 


¢ 


= 





Imported Swedish Fibre, Metal Corners, 
Web Straps and Mailing Card Holder. 


400 ft. $1.10 12 ft. $1.50 
800 ft. $1.35 1600 ft. $1.10 





Precision 
Sound 
Reader 
Model 800 





? 


Takes 16mm, 35mm, \,” tape or film, 


yptical or magnetic. Hi-Gain amplifica- 
tion, 4-watt output, H.D. Alnico V 
speoker. 




















8910 Santa Monica Blvd 


Fits All Models 
Specify Model When Ordering 


BIRNS & SAWYER 


tached. 


gauge steel on 





professional cameras, 
blimps and TV cameras 

to 250 Ibs. Fits standard 
$225.00 door. Welded heavy 


. aluminum arms and 
uprights. No arm sway. 






Platform accommodates assistant. $425.00 $259.50 
From National Cine Equipment 

Photographer's CAR PAC aiid 
Full Length Car-Top Platform HYDROLLY 

Provides sturdy shooting platform Compact and 

of distinctive appearance. Light- a 

weight, 42”x90”. Supports 750 onstruction 

Ibs. Easily installed and de- Hydrolly accommodates 


dolly 
$1650.00 





PHOTO SUPPLIES 


, Los Angeles 46 - OLeander 5-6970 CINE EQUIPMENT 











TECHN 


ICAL 


UESTIONS & ANSWERS 


Conducted by Walter Strenge, A.S.C. 











Qe: rioNs relating to cinematography 
or other phases of film production 
are invited from readers and will be 
answered by letter by Walter Strenge or 
by other qualified members of the Amer- 
ican Society of Cinematographers. Ques- 
tions and answers considered of general 





interest will appear in this column.—£d. 
Please give me information re- 


Q garding the French motion picture 
camera, Camerette, about which I have 
heard a great deal lately but which is 
not yet available in this city. I would es- 
pecially like information relative to the 
lenses used when the model is_ the 
l6mm /35mm conversion. — F.J.B., Syd- 
ney, Australia. 


The combination l6mm/35mm_ Ca- 
merette differs from the 16mm and the 
35mm models in that the conversion 
from 35mm to 16mm, for example, is 
simply a matter of inserting the 16mm 
aperture plate and attaching the 16mm 
film magazine—a matter of seconds. 

The same lenses can be used for either 
16mm or 35mm photography and the re- 
flex finder shows the correct frame size 
for both widths. The camera movement 
consists of two ratchet pull-down claws 
engaging the film, which is kept in prop- 
er position by the two pressure pads on 
the film magazine, and which assure 
steadiness of film travel. Lateral guid- 
ance is assured by two spring guides 
within the magazine placed in the 
curved part of the film loop. Price of 
the camera is in the neighborhood of 
$2,500. Lenses and magazines are extra. 
—J. B. Olsson, Houston-F earless Corp. 


Q 


Please give me more details re- 
garding laminated magnetic tracks 
and the Reeves soundstripe tracks. 
Which is most suitable to introduce in 
Japan? I would also like the terms for 
buying the necessary machines for apply- 
ing magnetic sound tracks. — J.F.E.., 
Tokyo, Japan. 


Full information regarding laminated 
magnetic tracks (other than what has 
already appeared in this publication) 
and of the equipment required for 
application may be had by writing to 
the Minnesota Mining and Manufactur- 
ing Co., St. Paul 6, Minnesota. 
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The difference between a laminated 
and a soundstriped magnetic track is 
that the latter is a fluid material which 
is applied to the edge of the film, where- 
as the laminated track is a narrow stripe 
of magnetic tape permanently applied to 
the film under pressure. 

Information regarding the 
system and of the equipment necessary 
for sounstripe applications may be had 
by writing to Reeves Soundcraft Corp.. 
10 East 52nd Street, New York 22. N.Y. 
1.£.G.. Hollywood. Cali). 


Reey es 


u I have a problem concerning the 
use of supplementary lenses in pho- 
tographing titles. My l6mm camera has 
a one-inch fixed focus f/3.5 lens. My 
supplementary lenses, which are simple 
spectacle lenses, have diopter markings 
as follows: +€1.00, #1.50, +2.00, 
$2.25, #3.00, and +4.00. 

To insure sharpest focus, at what dis- 
tance should title cards be set up for 
each of these supplementary lenses 
when same are mounted directly in front 
of my camera lens ?—™M.C., Chicago, Ill. 


The dioptral strength of a lens is the 
reciprocal of the focal length in meters. 
Since one meter equals 39.37 inches, a 
one-diopter lens will have a focal length 
of 39.37 inches; a two-diopter lens, a fo- 
ca length of 

39.37 inches 
2 
etc. 

Where the supplementary 
placed directly in front of the camera 
lens, and the latter focused at infinity, 
the sharpest plane of focus is at that dis- 
tance which was determined to be the 
focal length of the supplementary lens. 

A fixed-focus lens (by itself) is usu- 
ally in sharpest focus at a closer dis- 
tance. This slight difference will prob- 
ably not affect the sharpness of results 
in shooting titles, although it is suggest- 
ed that you first shoot a short test to 
check focus, which will also verify the 
diopter rating given your supplemental 


lens.—Winton Hoch, A.S.C., Hollywood. 


lens is 


4) I have a number of Stereo trans- 
parencies which I wish to copy on 
16mm color film. I have tried to do 
this using a Bolex titler but without suc- 
cess. My purpose in copying these Stereo 
scenes is to enable me to use them for 
title backgrounds, double-exposing the 
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title text over them. — L.C.H., Orlando, 


Fla. 


First photograph the title text com- 
posed of white letters on black back- 
grounds, Cap your camera lens, then 
wind back the film in your camera and 
photograph the Stereo transparencies 
projected on a sheet of matte surfaced 
acetate, about 11” x 14” in size and 
mounted on a rigid frame. 

Mount your slide projector on one side 
of the screen and adjust the projection 
distance until the picture, sharply fo- 
cused, entirely fills the screen. Use the 
most powerful projection lamp possible 
to achieve the maximum brightness in 


Ray Mercer. 


the projected image. 


1.8.C., Hollywood. 
be I am getting ready to shoot a pic- 
ture with an Arriflex 16 camera 
equipped with a 400-ft. magazine. Should 
I encounter situations where power is not 
available, can I use battery power to drive 
the camera motor, and if so, what do you 
S.A.D., Los Angeles, Calif. 


It is assumed your Arriflex 
ered by an 8-volt motor. This can be 
driven by power furnished by two 4F48 
Burgess dry batteries connected in ser- 
ies. This will give you a total of 12-volts 
of current which you can cut down tg 8, 
using the camera motor rheostat.—¥ al- 
ter Strenge, A.S.C., Hollywood. 





suggest ? 


is pow- 


TH What are the respective merits of 
glass-mounted filters and unmounted 
gelatin filters? Would you advise me to 
have a filter slot cut in my camera so I 
ean use gelatin filters? — J.H.G., San 
Francisco, Calif. 


Probably the chief advantage of using 
a glass or glass-mounted filter in front 
of the lens is that it is a bit more con- 
venient, and of course the glass mount 
gives the gelatin filter material some 
physical protection. 

On the other hand, glass filters are 
more expensive. And if you are doing 
completely professional photography 
where optical quality and definition 
must be high, it is not particularly de- 
sirable to have to shoot through any 
more pieces of glass than absolutely nec- 
essary. 

Many major studio photographers pre- 
fer to use gelatin filters for these reas- 
ons: 1) the two air-surfaces of the glass 
filter are eliminated; and 2) a gelatin 
filter in a filter slot directly in front of 
the film permits using a much smaller 
filter, reducing filter replacement cost.— 


Phil Tannura, A.S.C., Hollywood, Calif. 


Q 


The monotone filter or viewing glass 
enables you to look at a scene and see 
contrasts and relative tones as they will 
be recorded on the film. — Walter 
Strenge, A.S.C., Hollywood. 


What is the purpose of a viewing 
filter ?—J.J.McB., Denver, Colorado. 
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P&B PARADE OF NEW PRODUCTS 








M19000 


M20000 





M58001 





MO6000 Baby Keglite Head..... 
M63020....Baby Keglite Stand 
M14000 Junior Spot Head. 
M63000 Junior Spot Stand 
M19000 Senior Spot Head 
W63010 Senior Spot Stand.... 


MO8001 Sky Pan Head (with switch).. 107.50 


M61000 Single Bd. Hd. & Glass 
Diffuser 


M20000 Double Bd, Hd. & Glass 


Diffuser ...... 
M64000 indirect Floodlight 
MO3000 5 Light Striplight 
BARN DOORS: 
2 WAY 


Baby Keglite....M58000 $10.50 M58001 $17.00 
M58011 17.00 M58014 30.00 
M58021 30.00 M58022 50.00 


Junior Spot..... 
Senior Spot 


HANGERS, ETC.: 


M49107 Broad Hanger 
M51000 Low Bracket 
M49006 Trombone Hanger 
M54001 Pneumatic Hanger . 
M54002 Through Hanger 
M59010 Hardwall Clamp . 
M48103 Clothwall Clamp 
M49102 Wall Plate ....... 


Write for complete brouchures and price lists 


M49102 


See Florman and Babb 
first for anything you 
need in motion picture 


production equipment. 


Servicing America's Finest Film Makers 


J. G. McAlister Inc. 


The Newest, Most Advanced 
Lighting & Production Equipment 


LIGHTING EQUIPMENT: 





62.00 


105.00 
320.00 
141.00 


4 WAY 


$22.00 
15.00 

. 27.50 
... 44.00 
. 22.50 
6.75 
5.25 
3.50 








Electric butt-weld 
Scraping, no brushes, 


PRESTOSEAL 


Perfect alignment, 
splices in seconds. For 16mm or 


Combination 16mm/35mm model, 
Price on request 


splicer. No 
no cement. 
permanent 





JARO-SALFORD 
PROFESSIONAL 


$295.00 


EXPOSURE METER 


This meter combines the functions of 
both a photometer and an exposure 
meter in one instrument. 
scale of each meter is hand-calibrat- 
ed for the utmost in accuracy. 


The line 





ECONOMICAL — Repairs torn 
slide films and movie films with- 
out loss of a single slide. 

EFFICIENT — Replaces torn or 


missing perforations without 
loss of a single frame. 

SAFE — Prevents regular lap 
splices from cpening. 
INGENIOUS—Makes butt splices 
in 16mm or 35mm film. 
VERSATILE — Includes a com- 
plete %,” magnetic tape splic- 
ing block. 

ACCURATE — Provides 100% 
registration of sprocket holes. 
NON-MAGNETIC — Aluminum 
construction insures perfect 
safety for handling magnetic 





F & B FILM REPAIR 
& SPLICING BLOCK 


SAVES DAMAGED FILMS 
Used with New Magic Mylar. 
Sprocketed Transparent Splicing 
Tape. 


19.95 


or magnastriped film. 
INVISIBLE — Optical transmis- 
sion of spliced or repaired 
frames unaffected. 
DURABLE—tTear strength great- 
er than film. 

CLEAR — Self-sticking—no_ ce- 
ments required —no adhesive 
bleed, 

SUPER-THIN — Only 1.5 mils 
thick—passes thru projectors 
easily. 

SOLVENT RESISTANT—Common- 
ly used film cleaners will not 
loosen tape. 

UNIVERSAL—Can be used on 
all types film base. 





MAGIC MYLAR 
SPROCKETED 
TRANSPARENT 
SPLICING TAPE 


Clean 
Durable 
Saf 


Invisible 
Economical 


© Self-Sticking—No Cement Required 
* Tear Strength Greater Than Film 
e* 1/1000” Thick—Passes Thru Projector Easily 
* Optical Transmission of Spliced Frames Unaffected 
* No Frame Loss When Repairing Torn Film or Perforations 


16mm =. or Double Perf @ $5.00 per 66 Ft. Roll (2640 Frames) 


5mm @ $9.00 per 66 Ft. 


Roll (1056 Frames) 
FOR MAGNETIC TAPE SPLICING 


16mm White or Colored Opaque 66 Ft. $6.60 
35mm White or Colored Opaque 66 Ft. $11.00 











P&B NOMINAR 


a 1” £/0.95 LENS 
“The Fastest Lens in the World’ 
FOR ALL 16MM CAMERAS 


ORDER NOW 


Bought out importer's entire stock 
—BELOW COST—now selling this 


sensational $175 lens at only 


$89.50 


FINAL 
SALE 


THIS OFFER 
ENDS SEPT. 30TH 








SEND FOR FREE F&B NEW CATALOGUE NO. 58 
SOON OFF THE PRESS 











68 West 45th 


Street, 


FLORMAN & BABB 


New YORK 36, N.Y. MU 2-2928 


INC. 















hitting the trail July 2t 


THE §TH ANNUAL NATIONWIDE 


MAGNASYNC 
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DEPART 
Jul 21 
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MAGNASYNC MANUFACTURING CoO., LTD., 5546 Satsuma Ave., North Hollywood 1, Calif. 








DEALERS 


PREMISE NC NEW YORK—Camera Equipment Co., 315 W. 43rd St. SAN FRANCISCO — Brooks Camera Co., 45 Kearney St., 
New York 36 JUdson 6-1420. Cable Address CINEQUIP. San Francisco, Calif. EXbrook 2-7348. 














NO SYSTEM Ave., Chicago 25, lll. IRving 8-2104. Bombay, India. 


najohenic CHICAGO — Zenith Cinema Service, Inc., 3252 Foster INDIA—Kine Engineers, 17 New Queen's Road, 
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NEW! A color material that gives you the ultimate in carry-through 





of every subtle tone and gradation in the original scene. 


ANSCOCHROME PROFESSIONAL CAMERA FILM TYPE 242 





TECHNICAL DATA—ANSCOCHROME 
PROFESSIONAL CAMERA FILM TYPE 242 


General Characteristics A low contrast l6mm tungsten 
color original film designed for 
optimum quality in the final 
release prints. 


Exposure Index EI 10 Tungsten 
EI 8 Daylight (with No. 83 
filter) 
3200K illumination 

Available Lengths l6mm x 100, 200, 400 and 


12000 feet. Latent image foot- 
age numbered. 











Ansco ... the finest 


Now you can profit from Ansco’s years of intensive research dedicated 
to produce the finest possible 16mm low contrast originals with the 
best possible print-through characteristics. 


Balanced for tungsten—the new ANSCOCHROME PROFES- 
SIONAL CAMERA FILM TYPE 242 captures a full scale image 
that is designed to yield final release prints of unparalleled brilliance, 
color saturation and flesh tones on 16mm Ansco Type 238 Color Dupli- 


cating Film. 


Types 242 and 238, when used together, form a combination that pro- 
vides “that Anscochrome look”’—color saturation, balance, and uni- 
formity—in the final release print. Ansco, Binghamton, New York. 
A Division of General Aniline & Film Corporation. 


compliment you can pay your skill 





1956—First commercial video recorder for black-and-white, and the 
prototype of recorders now in use by the TV networks is this 
Ampex video recorder. Its head-to-tape speed is actually 1500 


inches per second, uses four rotating heads across tape width. 








1951—First video tape recorder to be demonstrated was a development 
of the electronics division of Bing Crosby Enterprises. Tape, being 
inspected here by Crosby and secretary, traveled across recording heads 
ot speed of 100 inches per second. 





VIDEO TAPE — A THREAT TO FILMS? 


With video tape now in daily use in the TV industry, the question is 


again raised: “Will it soon supplant film for motion pictures?” 


Concluding this article is an expert’s answer. 


S RECENT AS 12 months ago, experts 
F ybeete: that the possibility of using 
magnetic tape for recording motion pic- 
ture productions was highly improbable 
in the foreseeable future, Today, they 
have revised their estimates in the face 
of the progress made by electronics en- 
gineers in developing the use of video 
tape for present-day television program- 


By ARTHUR GA VIN 


remote, new engineering developments 
of the future could easily hasten the day 
of its practical application to picture 
making when it would replace 35mm 
film and the motion picture camera. 
To understand something of the prob- 
lems encountered thus far and those yet 
to be overcome in developing magnetic 
recording of visual images for any me- 


important factor in this new recording 
method—the magnetic tape itself. Just 
as motion picture film has a history of 
long and painstaking development, so, 
too, has magnetic tape for recording 
visual images. Except that its develop- 
ment has been far more rapid. 
The nations’ television networks- 


CBS, NBC, and ABC—began regularly 





ming. dium, it is important to know something scheduled use of “Scotch” brand video FIVE 
While use of tape for feature film pro- of the great work that has been going recording tape April 28, 1957, with the for di 
conso 


duction may still be regarded as quite 
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on to develop what is probably the most 
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changeover to daylight saving time, It 





was a development that was made pos- 
sible only as the result of years of re- 
search in the field of electronics. It rep- 
resented months of planning and experi- 
mentation and thousands of hours of 
preparation and testing by the networks 
themselves. 


networks, only three proved to be satis- 
factory. 

Some idea of the tolerances involved 
in video tape production is the fact you 
must be able to pack about ten times as 
much information on tape in video re- 
cording as in sound recording. In sound 


the 
his Fortunately the demand for video tape recording for example, you might re- 
“4 has not been too great as yet, since it cord 2,000 bits of information on a 





is exceedingly difficult to produce, and 
the waste factor currently is extremely 
high. Minnesota Mining and Manufac- 
turing Company is now meeting the de- 
mands of all three major television net- 
works for video tape—the only firm 
which has been able to produce useable 
tape thus far. 

When the networks started using video 
tape in April, there were probably not 
more than 50 useable rolls of tape among 
them—it was that critical. Since then, 
acording to MMM, the company has 
been able to make enough to fill sub- 
sequent orders—perhaps another hun- 
dred rolls or so, Enough, at least, to 
enable networks to keep up with their 
delayed programming schedules. (This 
excludes, of course, the several thousand 
rolls of magnetic instrumentation tape 
applicable for use on previous video 
recording systems—tape that was used 
in demonstrations both by RCA and 
Bing Crosby Enterprises. ) 

The Ampex recording and playback 
machines now in use by the networks 
require a special tape with a completely 
new set of properties, Without such tape, 
the performance of video recorders does 
not live up to expectations, 

“When the present recorders were in- 
troduced last year,” a company repre- 
sentative said, “it was something like 
announcing an automobile that would 








“A MACHINE which will record tapes 
that can be edited easily will make film 
virtually obsolete in the TV industry for 
program production,”’ says Dr. W. W. 
Wetzel of Minnesota Mining & Mfg. Co. 


go a hundred miles on a gallon of gaso- 
line—providing someone could make a 
gasoline with an octane rating of, say, 
500. We're trying to make that gaso- 
line.” 

Because video tape must be essen- 
tially perfect, there is no margin for 
error, no “safety factor.” As late as 
April of this year, MMM made a pro- 
duction run sufficient to yield 100 rolls 
of video tape. Each roll is two inches 
wide and 4,800 feet long. Out of those 
100 rolls, the factory immediately re- 
jected 80 as having physical imperfec- 
tions which were detectable. Of the re- 
maining 20 which were submitted to the 





single inch of tape track, whereas in 
video recording, you must record some 
20,000. Of course, the bits of informa- 
tion are much smaller and thus more 
dificult to record. Wave lengths only 
0003” long must be recorded. Any dust 
particle or imperfection in the tape 
coating only one-tenth that long will 
cause a signal drop out. 

A drop out is a momentary signal loss 
which appears as small, white (in some 
cases black or grey) dots, or “pips” on 
the television screen. They may result 
electronically or from loss of intimate 
contact betwen the tape and the record- 
ing heads. Imperfections in the oxide 
coating or even particles of dust which 
collect on tape during use may cause 
them. 

But drop outs are also caused by the 
recorder heads and that has been a 
problem with the present machines. 
That’s why a tape may work the first 
time through the machine, but show 
drop outs during subsequent use. Like 
the tape, the recorder heads must be 
perfectly smooth. If they aren’t, they 
gouge the tape and start picking up tiny 
bits of coating. When this happens, the 
particles get between the tape and the 
heads and drop outs begin occurring. 
Once tape is gouged, it deteriorates rap- 
idly. 

(Continued on Page 534) 





HERE A ROLL of video recording tape is automatically erased in seconds 
by the special degaussing unit and made ready for re-use. Tapes are 
good for re-use as long as surface remains undamaged. 


FIVE VIDEO RECORDERS are in use at CBS Television City in Hollywood 
for delayed telecasts. Signals from TV cameras are fed to the recording 
consoles where pictures are recorded on tape. 
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BEFORE STARTING a long dolly shot of Gary Cooper and Audrey Hepburn in rowboat for 
“Love In The Afternoon,"’ director of photography William Mellor (in front of camera) 
checks the scene with a contrast viewing glass. Note the booster light mounted on the 
dolly behind the camera. 


High Key Vs. Low Key 


Will William Mellor’s low-key photography of the 
romantic-comedy, “Love in the Afternoon” 
start a new photographic trend? 


By FREDERICK 


ROM THE POINT OF photography, 
F “Love in the Afternoon” has become 
one of the most controversial produc- 
tions of the year. Drive-in circuit op- 
erators are damning it for its low-key 
photography, and cinematographers are 
divided into two camps regarding its 
lighting treatment: 1) those who hold 
that a comedy always should be lit in 
high key, and 2) those who believe that 
picture makers should dare to be differ- 
ent and break with tradition when some- 
thing is to be gained by it. 

There are few indeed who can say 
that Billy Wilder and his director of pho- 
tography William Mellor, A.S.C. did not 
gain appreciably by deviating from cus- 
tom in this instance; for “Love in the 


AMERICAN CINEMATOGRAPHER 


506 ° 


FOSTER 


Afternoon” is charming screen fare and 
a boxoffice hit. And its charm is made 
more so by the very fact so much of its 
light romantic action is played in shad- 
ows and in silhouette — certainly an 
unusual technique for comedy. 

“Love in the Afternoon,” produced 
and directed by Billy Wilder for Allied 
Artists, unfolds a provocative and light- 
hearted romance between a very young 


WILLIAM MELLOR, A.S.C., whose unconven- 
tional black-and-white photography of 
“Love In The Afternoon" contributed im- 
measurably to the picture's success. Mellor, 
who has had many of his pictures nomi- 
nated for an Academy Award, won an 
“Oscar” in 1951 for the photography of 
“A Place In The Sun.” 
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woman, Audrey Hepburn, and a man of 
more mature years and many notorious 
love affairs, Gary Cooper. The two meet 
most often on afternoons, so their love 
begins and blossoms in the day’s waning 
hours. Maurice Chevalier, who plays 
Miss Hepburn’s father, is a Parisian 
private eye who is put on Cooper’s trail 
by a justly suspicious husband. 

Miss Hepburn learns of Cooper’s past 
through reading the dossier on him in 
her father’s files, is intrigued and ulti- 
mately tempted to find out for herself if 
Cooper is really the devil he’s painted. 
There is humor and piquancy in the 
coming together of the sophisticate and 
the innocent. The romance unfolds lei- 
surely with one funny situation after an- 
other highlighting the story along the 
way, until finally, Cooper, now reform- 
ed, and Miss Hepburn go away together 
with the blessing of father Chevalier. 

The production—a gay, romantic com- 
edy in the great and glittering Ernst 
Lubitsch tradition of witty, sophisticated 
motion picture fare—is constantly played 
in a whimsical atmosphere for plenty of 
laughs. The net result of playing the 
airy. effervescent situations in shadow is 
to intrigue the audience into focusing 
greater attention on the screen in order 
not to miss anything visually. It’s a tech- 
nique certain to be explored further by 
other producers, 

In order to capture the scintillating 
qualities of Paris and its environs, it was 
decided to make the picture in France. 
With heavy vehicle traffic a problem in 
Paris, Wilder decided he could save 
time by selecting his location sites and 
choose the designs for his interiors right 
in his own office at the Studios de Bou- 
logne. in Paris. Instead of Wilder, Mel- 
lor and art director Alexandre Trauner 
spending a week or two driving about 
to find suitable locations, Wilder had 


(Continued on Page 532) 
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A COMBINATION of daylight and light from overhead fixtures 
is suggested in the illumination treatment of this scene. 


THE LIGHTING of this scene was carefully planned so that the play- 
ers’ lips would meet in shadow for a subtle pictorial effect. 








LIGHTING is deliberately concentrated on the players and the back- 


THE PROBLEMS of the distraught husband (left) are made more 
ground subdued for a more interesting pictorial rendition. 


poignant by the contrasty lighting played on him from overhead. 
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NOTE THE delicate shading given the lighting on the walls here 


ANOTHER EXAMPLE of the illusion of true source lighting in which 
—how the lighting gives depth to the room. 


illumination appears to come naturally from overhead fixtures. 
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Fair weather ...fast track... 
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Be ogee of Dan Patch race again—on the 

wide, wide screen. And audiences feel it all. . . 
down to the last hoofbeat! Because today's movie- 
making technics make these bold events live on in 
more details—in more life even than the original 
events themselves ! 
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the Eastman Technical Service for Motion Picture Film 
proves the worth of its service. Offices in strategic 
areas. Inquiries invited. 

Motion Picture Film Department 
EASTMAN KODAK COMPANY, Rochester 4, N.Y 








CINEMATOGRAPHER Georges Perinal (in front of camera, wearing 
eye-shade) discusses lighting of scene for “St. Joan" with assistant 
while director Otto Preminger checks setup through the finder. 


WITH THE CAMERA lined up and checked, Perinal (wearing hat and 
topcoat, lower right) leaves the rest to his operator and assistant 
making the shot from crane overhead, while Preminger looks on. 


Cameraman On The Sidelines 


Devoting his attention mainly to lighting the sets for “St. Joan,” 


Georges 


Perinal left the mechanics of photography to his camera operator, Denys Coop, 


whom he credits with much of the picture’s photographic success. 


By 


EORGES PERINAL had but a day’s notice before starting 
G to photograph Otto Preminger’s “St. Joan”. After two 
weeks rehearsal with another director of photography who 
left as the result of disagreements, Producer-director Pre- 
minger approached Perinal to ask if he could begin shooting 
the next day. He began work, therefore, with no knowledge 
of what had been planned at rehearsal, and with little op- 
portunity for discussion with Preminger. Yet he found “St. 
Joan” the most straightforward film of his exceptionally 
distinguished career. 

“Preminger is extremely well organized,” he told me. “He 
knew exactly what he wanted and set up everything as he 
wished. Then he'd ask me if I could shoot that way. If it 
was impossible, I’d explain the difficulties and we'd thrash 
it out together.” 

The most frequent problems arose as a result of the almost 
continual camera movement throughout the filming. Several 
reverse shots rotated the camera completely as it tracked 
during a single take, and this posed some complicated light- 
ing questions. Most of these shots occur in the room of the 
Earl of Warwick, played by Sir John Gielgud, and again 
during the trial sequence. 
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“Actually the movements were more complex than the 
finished film suggests,” Perinal assured me. “A number of 
the longest takes have been cut in editing, some while the 
camera is still on the move; and this gives the impression 
that the different parts of the same shot were filmed sepa- 
rately.” 

One impressive shot that has remained uncut occurs early 
in the sequence on the banks of the Loire, where the French 
armies wait for the wind to change to carry their boats 
across the river to attack the English on the opposite bank. 
Beginning high up with a two-shot of two knights on an 
observation tower, the camera travels down, then forward 
and inside Dunois’s tent. This meant that Perinal could not 
use a filter for the first part of the shot, but had to correct 
to allow the whole movement to be covered without a break. 

“St. Joan” had a forty-day shooting schedule, including 
one day’s location work. And it was shot in exactly forty 
days. Otto Preminger was in Paris on the day of the loca- 
tion shooting. He telephoned his technicians to tell them 
to get ready to shoot. “It’s raining,” they complained. “So 
what?” he said. “Shoot it anyway.” They shot it. The rain 
splashes on the water are visible on the screen. 























"~~. 


= 
— 


~~ 
~ 


— 


which the Mitchell camera was mounted 
for 


THE ENORMOUS raft on 
for the spectacular shot of French Army crossing the “‘Loire”’ 
for Otto Preminger'’s ‘‘St. Joan." 


Perinal has great admiration for Preminger’s methods of 
getting just the result he wants. “Unlike most directors, he 
doesn’t protect himself by having one or two extra cameras 
covering the scene from different angles,” he explained. “He 
knows the angle he is after, and he gets it. If there’s any- 
wrong when he sees the rushes, then he shoots the 
‘St. Joan’ there wasn’t a single 


thing 
over again. But on 
retake in the entire film.” 

For most of the film Perinal was using exposures below 
{/4, with an average lighting range of 200 to 250 foot 
candles, Mitchell cameras were used throughout with Kodak 
Plus X stock. 

Except for Richard Widmark, who plays the aged Dau- 
phin in the introductory and concluding sequences, only 
Joan, played by Preminger’s discovery Jean Seberg. wears 
make-up in the film. The scenes with Widmark feature sev- 
eral ghost effects, which were mainly accomplished by the 
laboratories, though the split screen technique was used to 
some extent. 

The most impressive shot in the film is undoubtedly the 
long track back through the crowds as Joan is dragged to 
the stake. The camera covered the entire length of the silent 
stage at Shepperton Studios. Over twelve hundred extras 
were involved. Perinal merely comments, “It was com- 
plicated for Preminger, but easy for me.” 

The twelve prints he had so far seen of the film had 
disappointed Perinal. He mentioned that Preminger was 
about to go to New York in the hope of getting better print 
results. 

Perinal so enjoyed working with Preminger that he turned 
down other offers in order to be available for the director’s 


scene 


PERCHED ON THE camera crane, which was used for most of the 
“St. Joan"’ photography, and well-wrapped against the chill 
weather, Otto Preminger indicates a focal point to camera operator 
Denys Coop, who rides still higher in sky. 


‘y 


TYPICAL INDOOR “‘exterior’’ for ‘St. Joan,"’ showing the lighting 
pattern employed by cinematographer Georges Perinal. The Mitchell 
camera, with operator Denys Coop in control, is in foreground. 


next production, an adaptation of Francoise Sagan’s cele- 
brated best-seller “Bonjour Tristesse.” The film will be shot 
entirely on location in France, including the interiors. 
Denys Coop, camera operator on “St. Joan,” will be work- 
ing with Perinal again on “Bonjour Tristesse.” They have 
already worked together on a number of features, including 


-“No Highway” and “The Fallen Idol,” and Perinal insists 


that credit for the photography of “St. Joan” is due as much 
if not more to Coop than to himself. 

“T saw less than half of the action through the viewfinder,” 
he assured me. “Preminger was invariably on the crane 
with Coop, and there wasn’t room for me as well. Now and 
again | could find a ladder and take a look, but not often. 

(Continued on Page 526) 





PAUL ELDER, projectionist-engineer for KAKE-TV, who modified Eastman “Showtime 8” 
projector for transmission of 8mm films on television. View shows its relative position with 
other equipment. Projector is driven by the external synchronous motor mounted at right. 
(All photos courtesy of National Press Photographer.) 


8MM MOVIES FOR TV 


Simple projector modification makes the use of 8mm films 


feasible for television newsreels. 


AUL THRELFALL, director of photogra- 
P phy for KAKE-TV, Wichita, Kansas, 
has developed a successful method of 
transmitting 8mm films on television by 
the modification of an 8mm _ projector 
so it can be synchronized with the sweep 
of the video system. First published news 
of this interesting development appeared 
in the July, 1957, issue of National Press 
Photographer, official publication of the 
National Press Photographers Associa- 
tion. 





FIG. 1—Standard shutter (left) of ‘‘Show- 
time 8'' was replaced by one on right de- 
signed by Paul Elder having openings of 
4. degrees. 
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The method opens up for the first 
time the satisfactory transmission on TV 
of 8mm motion pictures for news reels 
and for programs featuring home movie 
films. Until now, efforts to launch video 
programs featuring 8mm and 16mm 
amateur movies have been unsuccessful 
beause no satisfactory method had been 
found for projecting 8mm films for TV, 
and because most of the amateur films 
made available were in the 8mm width. 

But more important is the fact Therl- 





FIG. 2—View of modified projector showing 
shutter (1) and motor drive shaft (3). Reg- 
ular motor (2) was retained as lamphouse 
blower. 
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fall's method now makes it possible to 
successfully televise rare and unusual 
Smm movies made of some newsworthy 
event where no l6mm or 35mm cov- 
erage took place. Now—at KAKE-TV, 
at least—no matter in what medium a 
news feature is covered (8mm, 16mm 
or 35mm) the station is able to put it 
on the air. 

With the recent development of bet- 
ter 8mm cameras and lenses promising 
greatly improved definition in 8mm mo. 
tion pictures, this basically home movie 
medium could easily become an _ im- 
portant source of television newsreel 
footage, inasmuch as the picture en- 
largement in the transmission process is 
relatively small. 

“Sixteen millimeter newsfilm will no 
doubt be standard for television news 
for a long time to come,” said Threlfall. 
“However. very often we have run into 
a situation where 8mm film is the only 
footage available of a good news story. 
There are several methods used to adapt 
8mm film to TV. but we feel we have 
come up with a rather simple solution 
after a year of experimentation. 

“We have 65 camera correspondents 
over Kansas and Oklahoma. Twenty of 
these have 16mm silent cameras, two 
have sound cameras. From the rest we 
have been settling for still pictures of 
news events. We made a survey of those 
furnishing us with stills and found that 
another 15 had 8mm cameras, but 
stories didn’t happen often enough for 
them to shift to 16mm cameras when 
the only reason for having an 8mm was 
for their own home movie use. This 
prompted us to see how we could utilize 
their 8mm cameras for news coverage. 

“Paul Elder, the station’s projection- 
ist-engineer, was approached with the 
problem. He said the answer would be 
to find an 8mm projector that could 
be modified so it could be synchronized 
with the sweep of the video system. 
Elder studied several makes of pro- 
jectors and finally decided the Eastman 
Showtime 8 would be the simplest to 


(Continued on Page 528) 





FIG. 3—tLooking toward the synchronous 
motor mounting plate. Control lever for 
phasing at start of projection is shown 
at (1). 








EASTMAN 


PROFESSIONAL 
MOTION PICTURE 


FILMS 





W. J. GERMAN, Inc. 
6677 


| SANTA MONICA BOULEVARD 


HOLLYWOOD 38, CALIFORNIA 
| HOLLYWOOD 4-6131 


| 6040 N. Pulaski Road Jane Street 
Chicago 30, Illinois Fort Lee, New Jersey 
IRving 8-4064 = °°» © Leng Acre 5-5978 














CAMERAMAN BOB POTTS, supported by avu- 
thor, crouches low on the Mayflower deck 
for an angle shot of construction action in 
the crow's nest of the all-wood vessel. 


T ISN'T OFTEN THAT industrial film- 
cio unlike their studio confreres, 
find themselves handling romantic ma- 
terial, having for most of the year to 
make the best of the normally prosaic 
subjects which keep the majority of us 
fully occupied. Understandably, then, we 
received news of the Mayflower Project 
with something like excitement, for with 
our Company's products in almost con- 
tinual use, here was a prestige story 
that could really add up to something. 
What more could we ask? 

An almost exact replica of the historic 
“Mayflower” herself—built so far as was 
possible to the original designs by crafts- 
men whose whole lives had been passed 
in the construction of wooden ships. And 
all this in a tiny shipyard hidden away 
in one of the most colorful and pictur- 
esque little towns in South Devonshire. 

Shooting facilities were readily grant- 
ed and the start of our own operations 
practically coincided with the laying of 
Mayflower’s keel. At this early stage our 
plans were somewhat nebulous. All we 
knew was that ours was to be a prestige 
film in 16mm color about the building 
of the ship from the earliest phases of 
construction to her final dramatic de- 
parture for America in full sail. Accu- 
rate planning was difficult, if not en- 
tirely impracticable since no exact build- 
ing schedule could be easily laid down. 
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Filming The Mayflower Story 


Two 16mm cameras cover construction, launching 


and start of thrilling trans-Atlantic voyage. 


By FRANK 


Most visitors to England—and all Eng- 
lishmen—know that our climate is often 
unpredictable and even in the usually 
more reliable county of Devon we learn 
to accept w hatever comes out of the sky 
when it comes. This uncertainty of cli- 
mate plus an almost constant clutter of 
visitors through the shipyard were not 
helpful to close following of a time- 
schedule and while certain operations 
were unavoidably delayed others were 
brought forward so as to take advantage 
of favorable conditions. 

Our Unit headquarters are a full day’s 
journey from the shipyard and while 
this is not considered “long distance” 
even in our small island it was sufficient 
to throw shooting plans out of gear. We 
finally settled for periodic visits by our 
cameraman, Bob Potts, A.R.P.S., who 
carried instructions to film progress 
with as much atmosphere and cut-in 
footage as possible. After each trip his 
take was processed and a_ workprint 
made from which a sequence was rough- 
cut and scripted. The actual launching 
of Mayflower II was scheduled for the 
early hours of a morning in late Sep- 
tember, 1956, with the 17th century 
ceremony performed by a young Ameri- 
can, lately honored by Great Britain for 
heroically saving 22 lives in the disas- 
trous Norfolk floods of 1953. 

Two 16mm cameras were used, one 
in the shipyard and another in a boat 
at sea. Throughout the previous night 
violent thunderstorms had raged and as 
the big moment drew near the weather 
showed no sign of improvement. Torren- 
tial rain continued to drench the big 
crowd and the sky remained almost 
black. The two cameramen realized that 
color photography was out but noticing 
a feeble glimmer of light in the sky and 
with no real hope, they quickly loaded 
with fast black-and-white film, The sea- 
borne operator had little or no protec- 
tion from the rain of which a frighten- 
ing amount found its way into his cam- 
era. Seconds later, two of the wettest 
photographers on earth, with nothing 
more to lose, were pessimistically shoot- 
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Carborundum Film Unit. England 


A.R.?.3., M.B.4.§. 


ing the scene at 16 f.p.s.. their lenses 
wide open to f/1.4. That the resulting 
record was just usable says much for the 
excellence of the film stock and for the 
luck of the cameramen of whom at least ‘ 
one was shooting blind, his finder com- 
pletely obscured by rain. : 
The ensuing months were notable for 
the fine weather they brought and the 
soft Devon sunlight was such that even 
in February, normally one of our dullest 
months, Bob Potts was frequently able \ 
to expose Kodachrome at f{/6.3, and oc- 
casionally at f{/8. As the sailing date 
approached, unexpected and _trouble- 
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some delays became more frequent. } | 
here was even a country-wide strike of i ) 
shipbuilders but in view of the prestige 
value attaching to the project, May- t 
flowers shipwrights alone received un- : 
ion authority to carry on. 5 ; 
We had long since decided that the : 
only possible ending to the film must ' 
be a shot of the gallant little ship sailing I 

away under full canvas to the West. 
but as time went on we began to wonder . 
whether we might not have to find an P 
n 

j 

; TYPICAL 
is this 
Mayflow 


BAD WEATHER threatened to nullify chances 
making shots of the Mayflower setting sail 
America, but the sun came out at almost the | 
minute, sails were unfurled, and a thrilling § 
quence of shots were obtained by both cameras 
climax the month-long filming assignment. 
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alternative. As one hold-up followed an- 
other, precise information became even 
harder to get and from the Captain him- 
self we learned that in all probability 
Mayflower might have to be towed out 
to sea, possibly for many miles, in search 
of the wind she needed, In that case she 
would be leaving Plymouth under bare 
spars, a much less exciting spectacle 
than we had visualized. But, as all cine- 
matographers learn sooner or later, pa- 
tience carries its own reward and one 
bright day Bob saw the little ship up- 
anchor and set sail for a trial in the bay. 
Two hours later we had shots which now 
close the film much as we had planned. 

In a rash moment we had promised 
our American colleagues that a finished 
copy of-“Operation Mayflower” should 
be in their hands well before the actual 
arrival of the ship in Plymouth, Mass. 
Originally, she was due not later than 
May 24th and, of course, her even- 
tual delay was not suspected by us, The 
final camerawork was only completed on 
April 19 and not being equipped for 
high-speed newsreel production we were 
inclined to view our hasty promise with 
some misgiving. Apart from the final 
scripting and editing the picture had 
still to be recorded and cut for A and B 
roll printing. So, in order to save the 
time necessary for a workprint the final 
scenes were shot in duplicate and edit- 
ing began in real earnest, right through 
the Easter vacation. With some thou- 
sands of feet of Kodachrome from which 
to find just over five hundred we came 
away from the cutting bench convinced 
that the greatest advance in cinematog- 
raphy since the projection arc was the 
invention of edge-numbering for work- 
print and original. 

Recording was carried out in our own 
studio on magnetic film and proved in 
practice to be an unusually complex 
mixture of commentary, music and 
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TYPICAL OF several of the studio-staged interiors 
is this scene depicting action in cabin of the 
Mayflower en route to America. 
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POCKET-SIZE radio receivers, developed by Radio Corporation of America, got 
their first field test at Indianapolis Speedway on Memorial Day to provide remote 
direction of film crews photographing 500-mile classic from vantage points 
around track. In inset photo above, receiver hangs from cameraman's belt. 


Midget FM Radios Aid Filming 
Of Indianapolis Speedway Races 


pT perpen RE FM radio receivers, so small they can be carried in 
a shirt pocked, have passed their first field test. Said to be the first 
commercial pocket-sized FM receivers for mobile communication, the 
fully-transistorized, RCA-developed 10-ounce instrument is designed to 
provide extensions of several miles for radio systems now operating in the 
150-megacycle band. 

Seven of the miniature units got their first field test at the recent 500- 
mile Indianoplis race, by Dynamic Films, Inc., New York City, They 
enabled Dynamic’s film director in a four-story trackside lookout tower 
to supervise and coordinate cinematographers stationed at strategic points 
around the 214 mile speedway. 

Installed in the tower was a standard RCA three-watt Carfone mobile 
radio base station, operated by the film director to maintain continuous 
one-way communication with the seven photographers carrying pocket- 
radios. The base station and receivers operated in the 150-megacycle 
radio band. 

RCA ‘entered’ the 500-mile Indianapolis race because it presented an 
opportunity to field-test the pocket-size radio receivers under unusually 
rigorous and adverse operating conditions, The noise, excitement, and 
crowds which reflect the color and appeal of the 500-mile classic, but 
militate against clear, efficient radio communications, are rarely if ever 
encountered in the more conventional communications applications for 
which the receiver is specifically designed—for such service as police and 
fire departments, industries, utilities, and Government agencies. 

“Despite the hampering operating conditions, the little radios per- 
formed as efficiently and unfailingly as did the winning race car. The 
seven radio-equipped motion picture photographers, posted at fixed points 

(Continued on Page 527) 
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POINTING TO the altered port position is cameraman Bernard M. Dresner, 
Looking on is pilot Luis Leon of Venezuela air force. Camera is visible in 
port. Because of limited size of port, a tele lens had to be used for all shots. 


CLOSEUP VIEW of plastic nose of Canberra jet, showing bom- 
bardier’s port which had to be re-positioned to permit photography 
with a Mitchell 35mm camera fitted with anamorphic lens. 





JET-AGE PHOTOGRAPHY FROM A BOMBER 


Revamping the nose of a Canberra jet was just one of the many 


problems encountered on assignment to shoot aerials in 


Venezuela for a 2-reel documentary in color. 


By 


URING THE COURSE OF filming a 
D miniature “Cinerama-style” produc- 
tion recently, several interesting prob- 
lems arose when I undertook making a 
series of low-altitude shots with the 
camera mounted in the nose of a Can- 
berra jet bomber. How the problems en- 
countered were overcome may interest 
other cinematographers who may come 
up against similar situations when film- 
ing from the air. 

The production was a two-reel short 
subject in ScanaScope and Eastmancolor 
produced by the Hamilton Wright Or- 
ganization for release by Universal Pic- 
tures. Subject, Venezuela. Intending to 
show as much of the country as possible 
in a short subject, we worked for three 
months from the Island of Margarita, off 
the coast, through the central part, in 
Caracas, and to the highest Andes at 
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Merida, an area of perpetual snows only 
a few degrees north of the equator, It 
had been decided to do the introduction 
to the film by means of aerials and 
they were to be the last thing on the 
shooting schedule. 

Two airplanes were put at our dis- 
posal by the Venezuelan Air Force— 
one a B-25 bomber and the other a 
British-built Canberra jet. It was in 
using the latter that some of the most 
challenging problems arose because we 
wanted to shoot from the nose of the 
plane as we dove on Caracas, and also 
to make a running shot from one end 
of the city to the other at low altitude. 

To begin with, the time of the year 
was early May, just before the start of 
the rainy season. This meant that each 
day began with an early morning gath- 
ering of clouds, heavy with moisture 
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and growing more and more eager to 
release their burden on the dry earth 
below, Anyone who has done extensive 
flying knows that this type of cumulus 
produces great amounts of turbulence 
between cloud and ground due to the 
uprush of moisture, as the earth warms 
in the morning sun, and the resultant 
violent downdrafts of cold air descend- 
ing alongside. 

Because the Kelvin balance of day- 
light is normally high in the tropics, 
making it possible to begin shooting earli- 
er in the mornnig than in our latitudes, 
it was decided to make our run over the 
city beginning at 7:14 a.m. when the 
light became good, and to be finished 
before 7:45 a.M., at which time the 
ground would start to warm up and 
the turbulence would begin. As will be 
explained later, avoidance of bumpy 








resner. 
ble in 
shots 








air was important because of the long 
focal length lens we were obliged to use 
as dictated by the physical limitation of 
space in the airplane. 

After I had surveyed the Canberra 
and decided what modifications had to 
be made in order to successfully mount 
a Mitchell Standard camera with Scana- 
Scope anamorphic system in the nose, 
the project was all but abandoned by 
producer Ham Wright! It must be 
noted here that to get permission to use 
the Canberra at all required very tactful 
and diplomatic maneuvering by the pro- 
ducer, as the Canberras are the pride of 
the Air Force of oil-rich Venezuela and 
they had never allowed anyone other 
than the pilot and regular crew of each 
three-man plane to ride them, Not even 
high-ranking officers of the Air Force 
itself had been given that permission, 

As can be seen from the accompany- 
ing photographs of the Canberra, the 
nose is a plastic bubble in which the 
bombardier normally performs his duties 
while lying in a prone position and aim- 
ing at his target on the bombing run. 
He is stretched out on a foam mattress 
after having crawled forward on a cat- 
walk. past the pilot, and ducked under 
the intsrument panel: the passage is 
just wide enough for his body . When I 
crawled into this spot on my inspection 
of the possibilities, I noted two things: 
One was that the physical dimensions 
were barely adequate to accommodate 
the Mitchell camera with a four-hundred 
foot magazine. and my head. The sec- 
ond was that the plastic nose contained 
a shatter-proof optical glass port for 
bomb aiming that was in the wrong 
position, and would have to be relocated 
in order to line up with the camera 
lens. 

The plastic nose was full of wavy 
distortions and impossible to photograph 
through. It goes without saying that we 
had neither the time (because of the 
imminent break of the rainy reason) 
nor the facilities to replace the nose with 
one specially made for our purpose, so 
I asked the liaison representative of the 
Canberra factory whether it would be 
possible to remove and rotate the nose 
in order to bring this glass port into 
position in front of the camera lens. He 
said he thought it could be done and, 
after a day of study, was willing to 
try it. 

Again referring to the photo it can 
be seen that there is a series of bolts 
holding the nose in place against a 
pressure-sealing ring. It appeared from 
our initial study that these bolts were 
equally spaced in groups of four in 
such a manner that if the nose were 
rotated it could be put back on in any 
of a number of positions. A careful 
check revealed that because the nose was 
asymmetrical it could be repositioned 
only at 90, 180 or 270 degrees from its 


normal mounting position, which was 
with the port at 7 o'clock, looking at 
the nose from outside and from in front 
of the plane . . . too low for the camera’s 
optical axis. 

Our next problem presented itself 
when the commanding officer of the 
squadron told us that he would require 
authorization from Caracas headquarters 
to accomplish this rotation, as they had 
never even had the nose off one of these 
planes before: to remove one meant 
that the plane could not fly at high 
altitudes as it could not be pressurized 
without the seal in position. This could 
create some risk should we become pres- 
surized in flzht: we would be blown out 
through the nose of the plane as though 
shot from a cannon. Again we were 
dumbfounded when the Air Force brass 
said “OK”. and we went ahead with the 
building of the mount for the camera as 
follows: 

A plate mas made and bolted to the 
first former just back of the nose: there 
our hihat was bolted to this plate. Next. 
the camera was mounted on a gear head. 
and we found that there was just one- 
half inch clearance between the top of 
the magazine and the inside of the first 
bulkhead when the camera was racked 
over into shooting position. 

The only practical position for the 
glass port turned out to be at 180 de- 
grees from its starting point, moving it 
from 7 to 1 o'clock when looking at it 
from in front of and outside the plane 
(see photo). Then, when the camera was 
fitted, without matte-box, it was discov- 
ered that the combination of anything 





less than a 75mm lens with the ana- 
morphic Scanascope unit showed a cut- 
off at the lower edge of the screen, 
caused by the farthest point of the oval 
frame around the glass port. Of course 
the camera could have been tilted slight- 
ly to get away from the frame, but then 
the optical axis would have been point- 
ing up in the air when the plane was in 
level flight and would have necessitated 
a diving attitude when photographing. 
Because I wanted the horizon just above 
the center of the frame when shooting 
in level flight, I was forced to use the 
75mm lens and trust we would have a 
smooth run. 

The next question: why not raise the 
camera higher so that the axis of the 
lens would be more centered in the oval 
and the camera could then be tilted 
down more? This was impossible be- 
cause, as I have pointed out, there was 
only one-half inch of overhead clearance. 
Then why not move the camera further 
back into the body of the plane where 
there is a bit more headroom? Again 
impossible because the oval frame would 
again come into the field, defeating the 
purpose of a 50mm lens, 

It goes without saying that it is al- 
ways better to use the shortest lens prac- 
tical when shooting from a moving 
mount in order to reduce the effects of 
vibration. Also turbulence was some- 
thing I had to take into consideration. 
Normaliy it would be permissible to 
overcrank the camera to “slow down” 
the bumps, but, having photographed in 
jet aircraft before, | was reasonably sure 
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TIGHT QUARTERS in which cinematographer Dresner had to operate the anamorphic-lens 
equipped Mitchell camera while lying prone in belly of plane. 
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LOOKING TOWARD screen of author's home movie theatre. Here may be seen the two bass 
speakers at either side of screen and the high frequency speaker just above. 


HOME MOVIE THEATRE DELUXE 


Perfection in projection, sync sound for silent 


films, are salient features of this cine theatre 


climaxing 25 years of home movies activity. 


By W. W. 


oO’ THE PREMISE that you cannot de- 
rive full enjoyment from home 
movies if you don’t screen them occa- 
sionally—and screen them right—I set 
out at the very beginning to estabish a 
home theatre where | could exhibit my 
films in style, instead of simply drag- 
ging out projector and screen each time 
I wanted to show them. 

Away back in 1927, when I became an 
amateur movie enthusiast, my first the- 
atre was my bedroom, My first movie 
film, a thousand-foot roll of 35mm ni- 
trate, was given to me by a local theatre 
man. I used to screen it with a hand- 
cranked Keystone projector. From here 
I progressed in easy stages to Pathe 
9.5mm and ultimately to 16mm, which I 
began to work with in 1930. 
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My home theatre advanced from the 
bedroom to a large closet, thence to the 
attic. Today, my Home Movie Theatre 
Deluxe occupies the entire upstairs area 
of my home and possesses all the facili- 
ties required not only for screening 
films in a professional manner, but also 
for recording sound for them, It is 15 
by 38 feet in size. The beaded screen is 
5 by 714 feet—ample for a theatre of 
this size. The sound system is quite pro- 
fessional: there are low-frequency Lan- 
sing speakers at either side of the screen 
and an Altec 063-B speaker above the 
screen for the mid-range and high-fre- 
quencies. Indirect lighting in red, white 
and blue colors, controlled through dim- 
mer switches from the projection booth, 
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comes from light troughs which run 
along either wall of the auditorium. 

At the rear of the auditorium is the 
main control desk, the record turntables, 
tape recorders, and amplifiers. Immedi- 
ately behind this area is the sound-proof 
projection booth—fully air conditioned 
and with vent pipes carrying off the 
heat fom the projector lamphouses. Here 
also is complete editing equipment and 
a spacious work bench. 

In addition to movies. recorded music 
is also a hobby of mine; along one wall 
of the theatre auditorium are shelves 
containing a collection of some 3,000 
records, 

In the basement is my darkroom or 
laboratory where I develop, with the aid 
of assistants recruited from my family. 
my own black-and-white films—at the 
rate of 1,800 feet per minute. A com- 
plete film process job from start to finish 
is accomplished in 20 minutes. I have 
often photographed guests arriving for 
an evening of movies, then screened the 
pictures at the close of our regular show, 
Screenings may consist of a feature- 
length drama or a two- or three-hour 
run of our own home movies made on 
vacation trips, etc. The latter generally 
are accompanied by synhronized narra- 
tion and music on tape. But back to the 
subject of the theatre. 

My present equipment consists of two 
Bell & Howell sound projectors, two Ber- 
lant tape recorders, two 3-speed 16-inch 
Presto rim-drive turntables. and an 
RCA sync transcription turntable plus 
two radio tuners. By means of a suitable 
switching panel and a 4-channel mixer. 
sound from this equipment can be fed 
to the two-channel sound system which 
augments my projection set-up. The ar- 
rangement of speakers previously de- 
scribed provides a kind of two-dimen- 
sional sound distribution—the illusion 
of sound emanating not from a single 
point but from across the entire area of 
the screen. The system works particu- 
larly fine for making voices seem to 
come directly from the screen (because 
of the speaker above the screen) while 
the background music, with its full 
range of highs and lows, seems to come 








naturally from the full proscenium itself, 
as though an orhcestra were there. 

| have always been interested in a 
method of syne sound for my home 
movies, beginning with an old hand- 
cranked phonograph as a source of 
sound and advancing through the vari- 
ous stages to the present use of tape. 
Earlier | had bought two Berlant tape 
recorders because I had gotten tired of 
cueing records for my films, and besides 
I wanted narration in syne with the pic- 
ture too. | knew the tape machines 
wouldn’t stay in syne with the film for 
any length of time—but I planned to in- 
stall a device that would do the job— 
then came the rude awakening; $300.00 
would put a sync tone on the tape, but 
it would take $2000 or so to get it off 
again, 

Having read Mr, James N. Whitaker’s 
article on “Coincident Sound for Home 
Movies”, published in the American 
Cinematographer for February and 


March, 1956, I purchased syne motors 
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LOOKING toward rear of theatre and entrance to projection room. 
Control desk is at left in background where are located the tape 
recorders, turntables and amplifiers. 





HEAT FROM lamphouses of two Bell & Howell 16mm optical sound 
projectors is exhausted from booth by pipes shown here. 





“HOME MOVIES has been my hobby most 
all of my life,” says author Gebhart who, 
for the past 20 years, has been associated 
with motion pictures, radio and tele- 
vision—first as projectionist, then control 
room supervisor in radio, later switching 
to television. He is presently chief pro- 
jectionist at WSM-TV, Nashville, Tennessee. 





for my two projectors. They were larger 
than those described in Mr. Whitaker’s 
article, and required the addition of a 
sync amplifier of 45 watts output. The 
new motors are used only to drive the 
projectors while screening a picture; the 
regular projector motors, which were 
not removed, are used to drive the lamp 
blowers and the take-up reels. 

Installed also was a Challenger 60- 
watt amplifier having a rated output of 
140 volis. This supplies power for the 
syne motors, also for the 120-volt relay 
which switches the projector lamp and 
blower motor to the 120-volt power line 


when the tape is started. More specifi- 
cally: the tape recorder starts the pro- 
jectors; if the tape should break during 
operations, the relay automatically cuts 
off power to the projectors, thus avoid- 
ing damage to the film. 

An AC voltmeter across the output of 
the sync amplifier makes it possible to 
adjust power output to exactly 120 volts, 
Also, there is a 4-pole, three-position 
switch by which the syne motor may be 
made to operate off either the sync am- 
plifier or the regular power line. 

With this system the projection pro- 
cedure is as follows: the film is threaded 
in the projector with the marked start- 
ing frame in the aperture, the tape is 
set in the tape machine.. As sound and 
syne tone start on tape at same time 
when the recorder is started, the projec- 
tor will start automatically with the 
sync tone due to the fact that the syne 
motor will start and the relay will func- 
tion, furnishing power to projector lamp 

(Continued on Page 529) 





LOOKING DOWN into the control corner. Here author mixes, records 
and re-records sound for his 16mm movies, using magnetic tape. 


Sync is maintained in projection through sync tone on tape. 





ae 


projectors and tape 


AMERICAN CINEMATOGRAPHER 








SYNC AMPLIFIER with gear-shift added makes it possible to maintai 





d t in exact sync at all times. 


es 


2 Avucust, 1957 a 519 








Pe «, % >. 


























pg eer ee 


TO ANIMATE the route of travel taken on your vacation trip, trace 


aS: 


it on a map of the 


region a fraction of an inch at a time and photograph the line’s progression a frame 


at a time. 


EASY ANIMATION 


Gives your films that “professional” look! 


By ALEC 


es ANIMATION is something that 
can be accomplished with almost any 
cine camera. And we are speaking here 
not about making animated cartoons, but 
of animating text in titles, or short in- 
serts such as the route of travel taken 
during a vacation, etc. If your camera 
permits shooting single frames with con- 
sistent exposure, you can produce these 
animated effects which go a long way 


TAYLOR 


toward giving your films a real pro- 
fessional “look”. 

This being the vacation season, it is 
timely to discuss how animation can be 
employed to “touch up” the vacation 
movies you have made (or will bring 
back) to enhance their presentation on 
the screen. The less talking and explain- 
ing you have to do while showing your 
vacation films the better; let your mo- 





AMERICAN CINEMATOGRAPHER 





e Aucust, 1957 





°G*-Clamn holds 
bracket to table 
at thte potat. 











i 


a | 


SIMPLE method for mounting camera on 
table for animation photography. 














vies speak for themselves. Therefore, 
when you wish to show your progress 
from one place to another, show it on 
the screen by means of an animated in- 
sert in which the route you traveled is 
shown by a heavy line moving progres- 
sively on a map, as in the photo above. 
An alternative is to use a small toy 
automobile (if you traveled by car) and 
show it moving progressively on the map 
along the route pictured in your movies. 
In either case the movement of the black 
line or the automobile should be filmed 
a frame at a time with the line or toy 
automobile moved a fraction of an inch 
(Continued on Page 530) 


TITLE TEXT unscrambles from a pile of 
plastic letters, gradually forming the 


title card at right—when photographed 
in single frame exposures as the letters 
are moved a step at a time. 








In everything, 


BRILLIANT 
PERFORMANCE 





That happy glow (limelight?) in Precision’s corner 
is simply the radiance of a solid reputation for 
sound, careful and accurate film processing 
A Aolitode ol-tacelaiil-t4 

Precision is the pace-setter in film processing. In 
the past, Precision found techniques to bring the 
best out of black and white or color originals. 
In the present, facilities are the profession's very 
best for any of your processing needs. 

And, in the future, Precision will, as usual, be 
first again (depend on it) with the newest 


developments to serve you better. 
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21 West 46th Street, New York 36, New York 


A DIVISION OF J. A. MAURER. INC 


there is one best .. . in tilm processing, it's Precision 
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Your Film 
To The 
Complete 16MM 
Service 
Laboratory 
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MOTION PICTURE LABORATORIES, INC 
Phone BRoadway 5-2323 
1672 Union Ave. \. Memphis 4, Tenn. 





The Waster Craftsmanship 
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Ye Overnight Service Anywhere In The United States 








Fluid-Action 


MILLER HEAD 
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PRO-16 TRIPO 
* Custom top available for Cine-Special 


* Adopter plate for Pro-Junior tripod 
® Servicing and repairs 


Model “D" HEAD 


Model “D" & PRO-16 TRIPOD 240.00 
Sturdy fiber carrying case........ 


U. D. PHOTO ENGINEERING 


Box 25761, Los Angeles 25, Calif. 
Phone GRanite 7-4570 


19.95 
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(Continued from Page 517) 


| that our flight would be smooth provid- 
| ed we had the weather break | was 
| looking for. Besides | did not want to 
| make scenes so long as to require cut- 
_ ting into any part of the continuous run 


over Caracas. 
Still another factor is the speed of 


the aircraft relative to the altitude and 


the focal length of the lens used. Here 
the 75mm lens proved ideal as it gave 
me sufficient wide field and detail at our 


chosen height and speed. It gave an 
effect similar to that experienced in 
Cinerama without flying “right down 
on the ground,” as was necessary in 
that process due to the extreme wide- 


_ angle lenses used on the Cinerama cam- 


era, and without the horizon distortion 


| which is so appaarent in that medium. 


After the camera was securely mount- 


| ed in the plane, we devised a viewfinder 


to match the frame by marking the field 
of view off on the right side of the 
plexiglass nose with camera tape and 
added a cross-hair center mark, This also 
took some doing as the airplane had to 
be put into a position of level flight 
while on the ground and the field of 
view marked off using a mountain range 


| about three miles away as a target. The 
| photo of the nose shows that the top and 


bottom of the finder are not parallel. 
This is because the curvature of the nose 
plus the fact that one side of the finder 
frame was closer to my eye than the 


| other caused this distortion: but when 


viewed through a peep-hole in a strip 
of metal which was blackened and 
mounted to the front of the mattress 
frame on which I was lying, the lines 
straightened out and the field shown 
was accurate. 

Upon completion of the installation 
(all of this was done in tropic heat on 
the Air Force Base at Boca del Rio, 
where I dropped 50 pounds, I swear) 
we took a test hop over Valencia, a small 
town about 35 miles away, which had 
become used to the low-flying jets mak- 
ing their approach to the field. Making 
several passes over the town at different 
altitudes, it was found that we did best 
at about 800 feet. After having my head 
banged against the overhead formers, 
due to the severe turbulence that hot, 


| humid afternoon, we returned to the 


base and told the commanding officer 
that we were all set to go the following 
morning. It took all my power to keep 
from blowing a gasket when he inform- 
ed me that we were all cleared to fly 


' over Caracas for our shot but that head- 
| quarters there had made one stipula- 


tion. 


We were limited to 20,000 feet 
altitude over the city! 

Again our people in Caracas had to 
go to work with the diplomacy, and two 


days later the OK came through to fly 
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“5000 feet above the ground over Ca- 
racas.”” I guess we were lucky to have 
had a pilot like Captain Luis Leon, who 
was a young fellow with an old man’s 
approach to difficulties of this sort he 
said, “Look! Caracas is at an altitude 
of 3163 feet and we could always say 
that we interpreted the permission to 
mean ‘above sea level’, making our 
actual limitation over the city about 
1500 feet. Then we can ‘fudge’ a little 
from there as we will be moving so fast 
that by the time they try to figure our 
altitude we will be long gone. In fact. 
they'll never hear us coming!” 

Early on a Tuesday morning, to be 
exact at 7 A.M., we took off for our first 
scenes over Caracas. When we arrived 
there six minutes later (it’s 214 hours 
by automobile!) the sky was cloudless 
and the level of illumination was good, 
but thére was a bluish veil over the city 
which was very apparent from the air. 
So we fiew around for a while, hoping 
that it would disperse. One thing you 
can’t do is filter out aerial haze on color 
film. All the while | had one thing in 
the back of my head and that was “One 
pass and they ll know we’re here. Then 
the fun will start!” But time was pass- 
ing, getting closer and closer to the hour 
when the ground would warm up and 
the turbulence begin, Besides we had 
learned only the day before of the de- 
velopment of political trouble in Colom- 
bia, the neighboring country, and I was 
worried that they might take the plane 
away from us, thereby putting an end 
to our aerial project. Figuring I'd 
chance it I told the pilot to start a run 
over the city. When we came down to 
altitude and had levelled off, I racked 
the camera over and shot. One pass. Not 
too good. We were a little high, so we 
went around again, and again I racked 
over and shot. A bit better this time. 
When we had completed the run I told 
the pilot to go around again for the 
“insurance” take. This time we started 
to run into bumps of turbulence, which 
are pretty sharp jolts in a jet plane 
flying at just under the speed of sound. 
So we climbed out at the end of the 
valley and headed back to the base. | 
was not happy with the results because 
of the haze and was hoping to make 
another try the following morning. 

After landing for breakfast at the 
messhall, we took off again for Merida 
for scenes of the Pico Bolivar, highest 
of the Andes peaks in Venezuela—per- 
petually snow-capped and an altitude of 
16,000 feet. The plains below us were 
obscured by a blanket of low-lying 
clouds, but I must have been living right 
at that hour for when we arrived at the 
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JET-AGE PHOTOGRAPHY 


(Continued from Page 522) 


mountain area, the atmosphere was as 
clear as the proverbial bell and we made 
a number of passes close to and between 
the peaks for some very interesting 
scenes, Captain Leon told me that he | 
had never seen such perfect weather 
over the area. 

Next to Maracaibo to refuel and then 
back to the base where we landed at 
11:30 a.m. Total elapsed time, 2 hours, 
15 minutes for a round trip which takes 
about a day and a half by commercial, 
scheduled airline. And when we landed, 
what were we told? No more flying over 
Caracas! All flying over the city had 
been ordered suspended by none other 
than the President of Venezuela. Marcos 
Perez Jiminez. It seems that we had 
flown low over the Presidential Palace, 
Miraflores. and in view of the troubled 
situation in Colombia he took a dim 
view of such goings on. Somebody for- 
got to inform him of our activities, so 
here our trouble-shooter had to get busy 
again with requests and diplomacy while 
the Canberra sat on the ground and we 
sat in a little hotel in the nearby town 
of Maracay. 

Two days later we got the “go-ahead” 
signal and the next morning took off 
once more for Caracas. Arriving over 
the city at 7:10 a.m. I looked down and 
_., there it was! Perfect! Lying on my 
stomach and looking straight down 
through a small observation window in 
the bottom of the plane I could see that 
this time we couldn’t miss. I told Cap- 
tain Leon to start down and come in 
on a run. Just then I heard a noise like 
a loud bang and felt a blast of air on 
my face where it was exposed above 
my mask, Here we were. everything 
perfect for the last shot necessary to 
complete the film and we develop a leak 
in the nose section. It could mean that 





the nose. which we had tampered with, Negative thought for today: 
was about to fall off! Over Caracas! 
And me without my ‘chute because there 
was no room to wear it while working > 


in the nose of the plane. 

| notified Captain Leon on the inter- 
com that we had trouble. He immediately 
pulled up and lowered his dive brakes | 
and flaps to slow us down and thus 
relieve extra strain on the nose section. 
I looked for the source of the trouble. 
It was not getting any worse, but was 
still a pretty stiff blast of air tearing 
at my helmet and face. I couldn’t see 
any holes, but then much of the nose 
section was blocked from view by the 
camera: so | felt around the camera 
with my hand and soon found what 
caused the trouble. A defroster hose, 
which had been detached from the op- 
tical glass port and sealed off with tape. 
had blown open and the air blast was 
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bouncing back into my face from the 
base of the camera mounting. Gathering 
the broken ends of the tape together, | 
resealed the hose and the air blast stop- 
ped, For now, at least, all was OK again 
and so over on our back we went and 
started down for what was a perfect run 
under ideal conditions; then another for 
the “insurance” and we were in busi- 
ness! Later, Captain Leon told me he 
was plenty scared as things happen aw- 
fully fast in a jet. 

The weather man had joined Lady 
Luck in favoring us, too. Only a couple 
of hours after wrapping up the job, 
following that final aerial shot, it started 
to rain. The mechanics were already 
putting the Canberra’s nose back into 
its original position, and we were re- 
laxing on the soft cushions of the car 
skimming over the smooth highway tak- 
ing us back to Caracas, content that we 
had got what we had gone after in that 
hair-raising aerial experience only a few 
hours before. 





FILMING THE MAYFLOWER 
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sound effects. Recording equipment had 
not been carried on location and several 
important effects had therefore to be 
artificially contrived—for example, the 
unique sound of the men driving the 
wedges, preparatory to the launch. In 
Devon, they still use the time-honored 
method whereby about twenty men 
swing long-handled hammers while the 
yard foreman marks the time with an 
age-old chanting. This was finally done 
by one of the Unit personnel who chant- 
ed the traditional words while another 
rhythmically struck the studio floor with 
an extraordinary weapon consisting of 
six pieces of scrap-iron dangling from 
part of a door frame. We are told that 
the resulting sound effect is more rea- 
listic than the real thing. 

The launching track was just a matter 
of mixing carefully selected extracts 
from five or six different effects discs 
and a grim determination to convert a 
kind of sonic hell to recognizable limits. 
Evidently there are benevolent powers 
deputed to watch over the interests of 
over-optimistic industrial film 
and, certainly, there unexpec- 
tedly!) angels in the London processing 
laboratories who, within a few days, had 
transferred our magnetic track to optical 
and run off the masked married prints 
for us. As I write, just twenty-one days 
after the last camera exposure, there is 
before me a cable from our friends at 
Niagara Falls. They received the film 
they projected it—and, praise be, they 


liked it! 
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CAMERAMAN ON SIDELINES 


(Continued from Page 511) 


In any case I felt that a large part of 
my job consisted in keeping out of the 
way, once I had lit the set as Preminger 
wanted.” 

He searched for himself among the 
batch of production stills I had brought 
along. “I haven’t seen these before,” 
he said. He only appeared in two or 
three pictures, and then seemed almost 
lost among the technicians wandering 
below or behind the crane. “You see 
what I mean,” he grinned. “I always 
keep out of the way.” 

Perinal believes that the lighting cam- 
eraman should always be the director's 
servant, and should not endeavor to im- 
pose his own individual style on the 
photography of a film. “Good photog- 
raphy doesn’t necessarily assure a mas- 
terpiece, and bad photography doesn’t 
mean a bad film,” he said. (He would 
certainly get an argument on this from 
his Hollywood confreres where a cam- 
eraman’s individual style is often his 
main stock in trade—the commodity a 
producer seeks and pays for.—ED) 

He cited as example Jacques Tati’s 
brilliant comedy “Jour De Fete.” “Did 
you notice the terrible photographic 
quality in that?” he asked. “The film 
was shot in color, and then when some- 
one reportedly withdrew nearly seventy- 
five percent of the production’s backing 
they had to cut their costs by getting a 
print from one of the three color nega- 
tives and releasing it in monochrome. 
The result was photographically dread- 
ful—but it didn’t prevent the film being 
recognized as a superb comedy.” 

Perinal’s career reads like a guide to 
the best work of some of the most dis- 
tinguished directors the cinema has 
known. He became an assistant camera- 
man in Paris in 1913, and later shot 
“Sous Les Toits de Paris,” “Le Million,” 
and “A Nous La Liberte” for Rene 
Clair and “Sang d’Un Poete.” Cocteau’s 
first film. 

“Cocteau knew nothing of film mak- 
ing,” he reminisced, “but he had the 
ideas, and he had a first class assistant 
director. ‘Sang de Poete’ was never 
meant to be a commercial film, so we 
were all free to do whatever we liked.” 

He came to England to work for the 
late Alexander Korda in 1933, and his 
numerous subsequent films included 
“Henry VIII,” “Things to Come,” “Rem- 
brandt,” “Four Feathers,” “The Drum,” 
“The Thief of Baghdad (one of his 
favorites),” “First of the Few,” “The 
Perfect Stranger,” “The Life and Death 
of Colonel Blimp,” and “The Mudlark.” 
Prior to “St. Joan” he had worked on 
Chaplin’s “A King in New York” (due 


for London release in September). 


y 





He returned to France to shoot “Lady | 
; ” 7 | 
Chatterley’s Lover,” but confessed he | 
had felt completely out of place. But he 
was looking forward to the South of 
France locations for “Bonjour Tristesse.” 
He had just seen a demonstration of 
Technirama, and was so impressed he 
had hoped it might have been possible 
to use it for the film. But Preminger 
had pointed out the difficulties of using 
such a large camera in the tiny interiors 
of the locations. 

Perinal has little enthusiasm for re- 
cent wide screen developments “though 
at least with CinemaScope you do know 
your work is going to be shown in the 
ratio for which it shot.” He is 
equally happy working in monochrome 
or color, but believes monochrome needs 
far more delicacy and control. Color 
seems to him less of a challenge to the 
cameraman. 

He has no ambitions to direct. “When 
you ve worked with directors like Rene 
Clair, Jean Cocteau, Julien Duvivier. 
Alexander Korda and Charles Chaplin,” 
he said, “you know how much it takes 
to direct a worthwhile film. I prefer to 
stay where I am.” 


was 





RADIOS AID FILMING 
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around the speedway, were at all times 
well within clear, audible radio range 
of the three-watt RCA base station in- 
stalled in the lookout tower.” 

Lester Becker, Dynamic’s film direc- 
tor at the race, said the pocket radios 
enabled the film firm, for the first time 
in the many years it has photographed 
the Indianapolis race, to provide remote 
direction for each individual camera- 
man and to integrate the overall photo- 
graphic assignment. 

“The one-way radio link provided by 
the RCA pocket-size receivers.” he said. 
“enabled our supervisory staff in the 
lookout tower to keep the photographers 
apace of race progress and develop- 
ments, to key our remote crews for dra- 
matic shots apparent only from our van- 


tage point, and to direct and integrate 


the seven photographers for action se- 
quences. In the past, because of the lack 
of communication and the din of racing 
and crowd noises, each camera 
crew had to operate as an independent 


cars 


unit. This perforce resulted in overlap of | 


photographed action, loss of dramatic 
split-second sequences, and costly and 


time-consuming film editing. The RCA 
radio units gave us complete and con- 


tinuous control over the direction of our | 


photographic crews.” 
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adapt. 

“It took him some months experi- 
menting with various shutters and other 
changes to come up with the final result. 
As it turned out, it was quite simple, 

“The tilt mechanism of the projector 
was removed. The drive motor clutch 
was also removed. However, the drive 
motor which has a fan blade on one end 
of its shaft, was retained as lamp house 
blower. The rewind gear and still frame 
iris were both removed. The regular 
shutter was removed and replaced with 
a 4-blade shutter (4 openings) with 
each opening cut to exactly 414°. (Fig. 
1). 

“An external synchronous motor was 
mounted at the rear of the projector to 
drive it. (See photo at top of page 512.) 
This motor. which cost about $60, is the 
same as used in the Magnecord tape re- 
corder, It has a speed of 900 rpm and 
can be locked on 60 cycles, 110-volts, 
but has to be phased each time it is 


turned on, 


+s. 


Phasing is accomplished by attach- 
ing the motor in a rotating mount which 
enables it to be phased in about | second 
at the beginning of each film roll—actu- 
ally before the switcher has cut the pro- 
jector “live” on the air. 

“For a little more outlay of cash, it 
would be possible to install a syne mo- 
tor having a permanent magnet rotor, 
or one with DC polarized fields, which 
has to be phased only when set up and 
then remains in phase as long as the 
syne generator phasing is not changed. 
However, we have found our manual 
phasing setup quite satisfactory and in- 
expensive. 

“Our adaptation with the 900 rpm 
motor provides a 5% application time 
and the projector operates at a film 
speed of 15 frames per second. The 
original film, of course, is exposed at 
16 fps, but the loss of 1 fps in projec- 
tion is not noticeable on the air. 

“The projector came with the stand- 
ard l-inch lens. This was replaced by a 
16mm 2-inch lens.” 

The mounting plate for the external 


‘ syne motor was so designed to provide 
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a base plate for the projector as well, 
and this was bolted to a pedestal that in 
turn may be bolted ot the floor, once it 
is set up on the multiplexer system of 
the film chain. Adjusting leveling screws 
were provided in the pedestal. 

Threlfall pointed out that the align- 
ment of the syne motor drive shaft (3 
in Fig. 2) to the projector drive shaft 
is very critical. The motor is mounted 
in such a way to give firm support, at 
the same time allow the necessary rota- 
tion so it can be phased to the syne 
generator. 

Since 8mm cameras, like most 16mm 
cine cameras, are operated at 16 fps, it 
is possible that an amateur right on 
the scene of a spectacular story may 
shoot the only movies made of the hap- 
penings. Very often the film will be 
Kodachrome. However, Threlfall 
points out, the color film can be proc- 
essed as negative black-and-white and, 
by reversing the polarity in the video 
system, it can be transmitted with posi- 
tive results. 

“Our 8mm _ camera correspondents 
are furnished film to have ready when 
needed,” Threlfall said. “We purchase 
the film in bulk (16mm black-and-white, 
perforated for 8mm) and spool the film 
ourselves, This is necessary since manu- 
facturers are no longer furnishing 8mm 
black-and-white film. 

“Since our lab processing machine is 
designed for l6mm film, there is no 
problem in handling the double-8mm 
stock. After it is processed it is slit to 
the 8mm width with inexpensive equip- 
ment, then edited and made ready for 
transmission on the converted Show- 
time 8 projector,” Threlfall concluded. 
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HOME MOVIE THEATRE 


(Continued from Page 519) 


and motor. Projector and tape stay in 
syne no matter how many times the 
equipment is stopped and started, pro- 
viding the tape machine motor is turned 
off without disengaging the tape from 
the drive capstan. The syne motor on 
the projector will follow perfectly a slow 
stop and starting of the tape. Where the 
tape is stopped instantly by disengaging 
from drive capstan, the syne motor on 
projector will coast to a stop, thus drop- 
ping out of sync with the tape. The 
same is true if the tape is started sud- 
denly. A method of checking this system 
is to record a sound film on tape then 
play back tape sound with the film. 
When recording with this system I 
use a separate 6-volt transformer to re- 
cord a 60-cycle syne tone on one-half of 
the tape, using a Brush type BK-1090 
magnetic head. As I use two complete 
set-ups for continuous projection, I use 
this separate transformer rather than 
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getting power from the filament trans- 
former of the amplifier for the following 
reasons: I can first record the musical 
score for my film in syne with the pic- 
ture. Then by playing this tape back 
with its syne tone feeding the two sync 
amplifiers—one amplifier runs the pro- 
jector in syne with tape and the other 
amplifier operates the 6 volt transform- 
er. This transformer can be operated 
from either power line or syne amplifier 
by means of a double-pole double-throw 
switch mounted on the syne amplifier. 
The 6-volt transformer generates the 
syne tone for the second tape when the 
musical score is being re-recorded along 
with a live commentary. By this means 
the syne tone from one tape may be 
dubbed to another tape, thus maintain- 
ing syne on the second tape. 

I have also gone a little further with 
the motor drive on the projector. I had 
a reduction gear added to my sync mo- 
tor; by shifting a lever the projector 
can be run at either 16 or 24 frames per 
second. The syne motors I use run at 
1440 RPM which is the correct speed 
for 24 frames per second when con- 
nected to the threading shaft that ex- 
tends from the front of the Bell & 
Howell projector. By adding a gear box 
on front of motor with a shift lever this 
speed is reduced to 960 RPM for a 
speed of 16 fps. Thus I have projectors 
that run in syne at either speed. 

Although my set-up is rather elab- 
orate and wired-in permanently, I think 
a system such as this for recording sync 
sound for home movies is finally the an- 
swer to the amateur’s problem of good 
sound at a reasonable price. The cheap- 
est tape recorders may be used, and 
many of them are as good as the ]}6mm 
projectors with magnetic sound, On a 
small scale this system can be assembled 
for much less than the cost of a mag- 
netic sound projector. Also, quarter- 
inch tape now costs but a fraction of 
sound striped film. 





EASY ANIMATION 
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forward between exposures. 

First of all this operation calls for a 
steady camera—that is, the camera must 
be secured so that it will not move from 
its fixed position even a fraction of an 
inch between exposures. Some tripods 
are so designed that the head will per- 


| mit the camera to be tilted 45° so that 


you can photograph the animation setup 


placed on the floor immediately below. 


But unless you can tie down the tripod 
in some manner so that it cannot be 
accidentally shifted from its original 
position, better try some other method 
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of mounting your camera, such as that 
shown in the diagram. 

Here the camera is mounted on a 
sturdy L brace made of strap iron. This 
in turn is secured to a table top with a 
“G” clamp in such a manner that the 
camera lens points straight down toward 
the floor where is located the set-up to 
be animated, otherwise referred to as 
the stage or table. The size of the area 
to be photographed is. of course, a fac- 
tor here. and it can be regulated by 
bringing your stage closer to the lens 
where necessary, simply by mounting 
your animation setup on a low table. 
a sturdy wooden box. or other means. 

A floor-to-lens distance of four feet 
is about right for photographing an ani- 
mated map set-up with a standard 25mm 
lens on a 16mm camera. which takes 
in an area approximately 14 by 19 
inches. Smaller areas can be covered 
either by bringing the stage closer to 
the camera or by using a lens of longer 
focal length. 

Where the camera used does not pro- 
vide for some means of parallax adjust- 
ment, it will be necessary to center the 
stage and map (or other subject matter) 
with the lens. Perhaps the simplest way 
to do this when the camera is shooting 
straight down, as in this illustration. is 
to employ a plumb line—holding it at 
the center of the lens, The point where 
the plumb bob touches the stage is the 
center and should be so marked for 
future reference. The next step is to 
make a frame of cardboard or wood 
strips with the inside of the frame the 
same size as the field at the distance 
the camera will work from the subject 
material. This should be centered and 
secured to the stage or base and there- 
after used to center all subject matter 
to be photographed with this camera 
setup. Static subject matter to be photo- 
graphed—in this case a map—should 
also be secured to the stage with thumb 
tacks (placed out of camera range) so 
that it cannot be accidentally moved 
during the animation filming. 

To animate a line showing the high- 
way route traveled on a vacation trip. 
the line can be drawn with India ink. 
using a broad-tipped lettering pen which 
is obtainable at any art store. If you 
have a steady hand, a small paint brush 
may be used; but care must be taken 
to keep the width of the line the same 
between animation steps. 

Before starting to shoot—and to ani- 
mate—it is important to determine the 
speed at which the line is to travel; it 
should be uniform and never jerky. An- 
other thing to consider is whether the 
insert about to be filmed is to be used 
as a single insert, say at the beginning 
of the travel film—thus orienting the 
audience at the very beginning on the 
route traveled—or cut up into several 
parts and inserted at appropriate points 
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in the finally edited picture to show the 
progress of travel from place to place or 
between main points of interest. 

The single insert can be shorter in 
duration—say perhaps 10 to 12 seconds. 
The sectional insert should be longer so 
that each section remains on the screen 
reasonably long enough to give even 
slow readers a chance to observe it. You 
can determine how many single expo- 
sures you must make by multiplying 
the number of frames per second your 
picture will be projected by the number 
of seconds you wish the animated insert 
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(or each section of it) to remain on the | 
screen, Thus, if your vacation film is to | 


be screened at 16 frames per second, the 
single insert (showing the complete route 
of travel), which should screen for, say, 
10 seconds, will require 160 single-frame 
exposures. 

The smoothest animation will occur 
where the line is inked a fraction of an 
inch after each exposure. The travel 
rate can be speeded up—and your cam- 
era work cut in half—by giving two 
single-frame exposures to each step of 
advance of the inked line, To allow more 
will give the line movement an awkward, 
jerky effect. 

After the length of screen time has 
been established for the animated map 
insert, then the next step is to coordi- 
nate the line inking so that the number 
of inked extensions correspond with the 
number of single-frame exposures. Using 
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the example above. which will require 
160 single frame exposures, the route 
to be inked in on the map should be 
carefully divided into 160 equal sections 
(marked lightly in pencil), Or 80 equal 
sections, where two frames are allowed 
to each animation step. 

For those whose cine camera does not 
provide for single frame exposures, sin- 
gle exposures nevertheless can be ac- 
complished with a little care and prac- 
tice. Before loading the camera with film 
wind it fully, then try flicking the start- 
ing button ever so lightly—just enough 
to cause a single revolution of the shut- 
ter. With some cameras, this works bet- 
ter when the spring is only half wound, 
or less. Experiment with the spring 
wound both ways until the most satis- 
factory result is obtained. If the shutter 
revolves more than once on a single 
flick of the button when the spring is 
fully wound, then the lesser tension of 
the half-wound spring will undoubtedly 
give the desired single operation result. 

Determining the correct exposure for 
single frame operation of your camera 
is your next problem. Where camera is 
provided with a regular single-frame re- 
lease, then it is likely that the camera 
instruction book will indicate the ex- 
posure that single-frame operation gives; 
invariably it is different from that of 
normal 16 fps operation. Where you 
must operate the camera by the “flick- 
ing of the release button method,” there 
is no way to determine the interval of 
exposure except by actual test. Use the 
last foot or two of a roll of film already 
in the camera for this. Mount camera on 
a tripod and start your first tests on the 
basis of the camera’s rated shutter speed. 
Then make tests with the shutter speed 
rated slightly faster, then slower—mak- 


ing careful notes as a guide when it 
comes time to examine the filmed re- 
sults. Use the normal 16 fps exposures 
made with the camera operating nor- 
mally as the basis of your comparisons. 
In most cases, the camera operates slight- 
ly slower on “flick” operation of single 
exposures, which means that exposures 
will be 14 to a full stop less than for 
normal 16 fps operation. Make the test, 
however, and let it be your guide. 

The right exposure is important in 
order that the animation sequence match 
the 16 fps footage from the point of 
exposure, 

Animation can also be employed to 
give main titles a touch of individual- 
ity or professional class. The three 
photos at bottom of page 520 illustrate 
three steps in the routine of animating 
a title composed of movable block let- 
ters. The title begins with the letters 
in a pile in the center of the title back- 
ground card, then unscramble gradually 
to finally fall in place in proper order 
as shown in the third photo of the group. 

This is accomplished by using the 
same camera setup as described for ani- 
mating the travel map. The letters are 
moved by hand during intervals be- 
tween the single-frame exposures and 
finally arranged in proper order for 
reading. The number of single-frame ex- 
posures allowed for shooting the un- 
scrambling process is something to be 
determined, but after the complete title 
text is in order, then sufficient exposures 
should follow to allow the title to remain 
on the screen long enough to be read 
comfortably, To guarantee uniform ex- 
posure between the animation and the 
static portions of the title. the static 
portion should be shot a single frame 
at a time, using the same procedure as 
for shooting the animation phase. 
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Paris streets, suburbs and hotel interiors 
brought to his desk via 5,000 photo- 
graphs, etchings and water colors, From 
these were selected backgrounds of the 
Place Vendome, the Bois de Boulogne, 
Montparnasse, Montmartre, the Gare de 
Lyon, the Place de la Concorde, and in- 
teriors of the world famous Ritz Hotel. 

A luxury suite at the Ritz was dupli- 
cated in detail, down to the very last 
ornate doorknob, on the sound stage of 
Studios de Boulogne; and it was on this 
set that so much of the action was 
played which Mellor enhanced with his 
meticulous lighting. 

Achieving the lighting effects was not 
the simple problem it would be on a 
Hollywood sound stage, where Ameri- 
can electricians understand their Amer- 
ican cameramen’s wants and deliver 
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promptly. In Paris, Mellor not only 
found the language barrier a vexing 
pr lem, but sadly missed the knowhow 
of his veteran sound stage assistants of 
Hollywood. The net result was that Mel- 
lor invariably lit the sets himself—from 
roughing-in to the final adjustment of a 
lamp before starting the camera to roll. 

Some representative interior scenes 
from “Love in the Afternoon” are pic- 
tured on page 507, and illustrate the 
unique lighting and camera treatment 
with which Mellor embellished this pro- 
duction, filmed in 1.85 to 1] aspect ratio. 
In many instances the players are in al- 
most complete silhouette; in others, the 
scene is notable for its lack of fill light. 
Yet there is something refreshing and 
picturesque about all this that comes 
across from the screen, scintillating and 
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provocative, to command greater atten- 
tion from the audience, virtually draw- 
ing it right into and making it part of 
the story itself. 

Mellor used the French-made East- 
man Plus-X negative for the entire pic- 
ture. “It's faster than the U.S.-made 
Plus-X.” he said. In most of the low- 
key lighting set-ups, Mellor worked at 
75 foot candles with the lens set at 
around f/3. 

Essentially, his low-key pattern was 
achieved by playing most of the light- 
ing from overhead—simulating the na- 
tural light from practicals such as chan- 
deliers. The delicate patterns of light 
and shadow which dominate the scenes 
he achieved through the skillful place- 


ment of lamps and a studied use of 


flags, gobos and cookies. For the first 
time in a long time, perhaps, Mellor— 
handling the lighting equipment himself 

had opportunity to work out new pat- 
terns in set lighting completely unham- 
pered by studio convention or labor 
union protocol. 


For the romantic picnic sequences in- 


volving Cooper and Miss Hepburn, the | 


production company moved some 40 
miles from Paris to the historic Chateau 
de Vitry at Gambais, with its idyllic 
countryside and twin lakes. The film 
safari included three busses, seven 
trucks of camera and lighting equip- 
ment, and 15 carloads of people. 


With the variable weather conditions | 


that prevailed, Wilder discovered that 
light fluctuated too greatly to permit 
shooting exteriors all day on location. 
An hour of sunshine invariably alter- 
nated with long stretches of cloudy sky. 
To insure a full shooting day, director 
Wilder had two interior sets transported 


to Gambais from the Studios de Bou- | 


logne a Paris cafe and a hospital 
room. These were erected in the Gam- 
bais woods, and when cloudiness pre- 
vented exterior photography, the com- 
pany moved to the interior sets which 
could be artificially illuminated. For 
this the company brought along a pow- 
erful generator and the required light- 
ing equipment from the Paris studio. 

Some of the most spectacular scenes 
of “Love in the Afternoon” take place in 
Paris’ glamorous Opera. Unable to work 
with equipment in the premises of the 
Opera itself, the stage and auditorium 
were recreated on the 
Studios of Boulogne. Here the small 
area of the sound stage posed a prob- 
lem in accommodating the structure 
necessary to re-create the Opera interi- 
or. So, much of it was done in perspec- 
tive, using flats, and cardboard cutouts. 
Even the huge, ornate central chande- 
lier was a pasteboard replica. 

Shooting in such tight quarters posed 
a photographic problem—that of mak- 
ing a small set look large. This Mellor 
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accomplished using an 1l8mm_ wide- 
angle lens, shooting down on the audi- 
ence from the top of the stage. In other 


| shots on the same set, a zoom lens was 


used with good photographic effect. 
William Mellor, whose Oscar-winning 
talents embellished the memorable 
“Giant,” displays in the photography 
of “Love in the Afternoon” a refresh- 
ing ability to light and compose to en- 
hance the spirit of the story, at the same 





time enhancing to the utmost the players 
themselves. As a result, the production 
should be an Academy Award nominee, 
and Miss Hepburn, Gary Cooper and 
Maurice Chevalier are certain to be con- 


tenders for Oscars when Academy 
Awards time rolls around next March. 
And for Mellor—not to consider his 
imaginative and incisive photographic 
treatment of this picture, come nomina- 
tions time, would be gross injustice. 





VIDEO TAPE—THREAT TO FILMS? 


(Continued from Page 505) 


So... it is obvious that further 
improvement and refinement of video 
tape is necessary before its use is ex- 
panded into other fields such as motion 
picture production. There are, of course, 


_ other as yet unresolved problems con- 


nected with using magnetic tape for mo- 
tion picture recording. Here, as the re- 
sult of an exclusive interview with Dr. 
W. W. Wetzel, general manager of the 
magnetic products division of Minnesota 
Mining and Manufacturing Company. 
are some pertinent facts relating to the 
ultimate application of video tape to 
movies, set down in question and an- 
swer form: 
QUESTION: “Will video tape record- 
ing ultimately supplant 
the motion picture cam- 
era in the production of 
programs for theaters 
and television?” 
“This question might best 
be broken into two parts 
. one, theaters, and 
two, television. 

“As for theater pres- 
entations, use of video 
tape looks very remote at 
the present, although it 
might some day be feas- 
ible. The present film 
methods offer several sub- 
stantial advantages for 
theater use compared to 
video tape, including sim- 
plicity, economy and ex- 


Dr. WETZEL: 


cellent picture quality. 
Video tape, at present. 
doesn’t look very likely 
here. 

“As for _ television. 


however, I believe that 
video tape will eventually 
replace film in most ap- 
plications. For some sit- 


uations this will come 
about rapidly. Others will 
take time. but I think 


they will come about. 
“Increased use of color 
television and marketing 
of compatible video re- 
corders will undoubtedly 
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boost the use of video 
tape because of the dol- 
lar savings possible with 
tape as opposed to color 
film. 

**M ore immediately. 
video tape will replace 
the kinescope. It saves 
money, time and gives 
better picture quality. 

“Then, too, video tape 
will undoubtedly replace 
film for the standard. 
half-hour TV format 
shows which are now 
filmed — shows such as 
the ‘Lucy’ and ‘Phil Sil- 
vers’ shows, and others 
in which ‘live’ technique 
is used, Instead of three 
or four cameras eating 
up film for half an hour. 
the same number of tele- 
vision cameras could be 
used, feeding to a video 
tape recorder. As in a 
‘live’ production. the ‘ed- 
iting’ would be electronic. 
That is, the director 
would select the scenes 
by watching monitors 
while the show was in 
progress. Switching from 
one camera to another 
continuously would result 
in a recorded video tape 
that was already ‘edited.’ 
The saving would be con- 
siderable, both in film 
costs and editing costs. 

“These are just two 
applications in which 
video tape can replace 
film right now, assuming 
more machines become 
available.” 

“What steps have been 
taken to date, experiment- 
ally or otherwise, to adapt 
video tape to motion pic- 
ture production?” 

“Again, for practical pur- 
poses I think we must 
limit the question to use 


QUESTION: 


Dr. WETZEL: 
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of video tape for televi- 


sion films. Now the only 
technical problem, as I 
see it, in adapting video 
recording for motion pic- 
ture production for tele- 
vision is the editing prob- 
lem. 

“So far Ampex has not 
demonstrated that video 
tapes recorded on_ its 
equipment can be satis- 
factorily edited and splic- 
ed. Unless, or until, this 
problem solved, the 
Ampex machines would 
seem to be limited to ap- 
plications where a contin- 
uous recording will suf- 


Is 


fice. Both the Mincom 
and RCA experimental 
video recorders’ which 


have been demonstrated. | 


on the other hand, appear 
to have greater potential 
as far as editing is con- 
cerned. It is very possible 
that video tape record- 
ings made on either of 
those machines could be 
edited just as film is ed- 


ited. An editing device | 


can undoubtedly be made 


which would make it pos- | 


‘hold’ a frame 


cut in the 


sible to 
and a 


tape | 
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could be made by visual 
reference, 

“This is because of the 
difference in the mechan- 
ical design of the ma- 
chines. The Ampex ma- 
chine records transversely 
on the tape, while the 
RCA and Mincom ma- 
chines record longitud- 
inally in the manner con- 
ventional to sound record- 
ings. There are other 
problems, too, including 
the synchronizing pulses, 
all of which give the Min- 
com and RCA machines 
the edge in editing. And 
as I said before, editing 
is the only real technical 
problem as far as motion 
picture use is concerned.” 
“At present stage of de- 
velopment of video tape. 
is it practical for the pro- 
duction of feature film 
type of entertainment?” 
Dr. WerzeL: “With the present ma- 

chines, no. It would be 
possible to use the mul- 
tiple camera, ‘live’ tech- 
nique common in tele- 
vision, but costs probably 
would go up because of 
extra rehearsal which 


(QUESTION: 


would be required. Qual. 
ity, from an artistic point 
of view, would probably 
suffer, and then, too, 
there would be some tech- 
nical limitations. Light, 
ing, for example, would 
be certain to suffer. When 
you're using a one-cam- 
era, stop-and-go film tech- 
nique, the lights can be 
set up for each sequence. 
With continuous action, 
however, lights have to be 
set up for general cover- 
age so you can't get the 
best ‘Hollywood’ results.” 
“What, then, is the major 
obstacle to be overcome?” 
Dr. Werzet: “Again, for _ television 
films, it’s simply the prob- 
lem of editing. A machine 
which will record tapes 
that can be edited easily 
will make film virtually 
obsolete in the television 
industry for program pro- 
duction.” 

Electronic movie cameras, Dr, Wetzel 
said, undoubtedly will be developed 
eventually which will shoot magnetic 
tape rather than film, eliminating the 
need for processing. This would be par- 
ticularly valuable in television, he con- 
cluded. 


QUESTION: 





PHOTOGRAPHIC ASSIGNMENTS 


(Continued from Page 498) 


@ J. R. Marguerrte, “The Brain from Planet 
Arous,” (Howco-Marquette) with John Agar 
and Joyce Meadows. Jerry Juran, director. 


@ Joun Mescatr, “Sorority Girl,” (American 
International) with Susan Cabot and Dick 
Miller. Roger Corman, producer-director. 


@ OswaLp Morris, “A Farewell to Arms,” 
(CinemaScope & Color; David O. Selznick 
Prods.; shooting in Italy) with Jennifer Jones 
- Rock Hudson. David O. Selznick, pro- 
ucer. 


@ FRANK Pianer, ASC, “The Big Country,” 
(Anthony-Worldwide Prods. for UA release) 
with Gregory Peck and Jean Simmons. 
William Wyler, director. 


commercial * 


Prod., 


@ Guy Roe, ASC, Buick 
(shooting in Detroit: McConnachie 
New York). Jack Hizely, director. 


GOLDWYN STUDIOS 


@ Sam Leavitt, ASC, “The Frank Sinatra 
Show.” * (Hobart Prods.) with Frank 
Sinatra. Jack Donahue, director. 


@ Tep McCorp, ASC, “The Proud Rebel,” 
(Goldwyn, Jr. Prod.) with Alan Ladd and 
Olivia DeHavilland. Michael Curtiz, director. 


KLING STUDIOS 
@ Zour Vinor, ASC, Gas Association com- 


mercial,* (M P O) with Bing Crosby. Joseph 
Kohn, director. 
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KEYWEST STUDIOS 


@ Water Strence, ASC, Series of religious 
pictures. Eddie Dew and Archain- 
baud, directors. 


George 


MacGOWAN STUDIOS 


@ Ray Foster. ASC. S & W Foods and But- 
ter Brickle commercials.* (La Brea Prods.). 
Hank Ludwin, director. 


METRO-GOLDWYN-MAYER 


@ Jonn Aton, “The Brothers Karamazov,” 
(Metrocolor) with Yul Brynner and Maria 
Schell. Richard Brooks, director. 


@ Georce Forsey, ASC, “Saddle the Wind,” 
with Robert Taylor and Julie London. Robert 
Parrish, director. 


@ Ray June. ASC, Toni commercial.* Rob- 
ert Larson, director. 


@ Giuseppe Rotunno, “Seven Hills of 
Rome,” (Titanus Prod.; shooting in Italy) 
with Mario Lanza and Peggy Castle. Roy 
Rowland, director. 


@ WittiAM Spencer, Jr., Dash commercial.* 
Dave Monahan, director; Pillsbury commer- 
cial.* John Walters, director. 


@ WALTER STRENGE, 
(Andrew Stone Prod.) 


ASC, “Cry Terror,” 
with James Mason, 
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Inger Stevens and Rod Steiger. Andrew 


Stone, producer-director. 

@ Rosert Surtees, ASC, “Merry Andrew,” 

(CinemaScope & Metrocolor) with Danny 

Kaye and Pier Angeli. Michael Kidd. director. 
MOTION PICTURE CENTER 


@ Henry Cronsacer. “Sheriff of Cochise.” * 


focused socket; 
stabilizer cord, 


pilot light; 6” heavy-duty 


All Prices F.O.B. Factory, Brooklyn, N. Y. 
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(Desilu Prods.) with John Bromfield. Harve a 

Foster, director. 

@ Maury Gertsman, ASC, “Date with the 

Angels.” * (Desilu Prods.) with Betty White. MITCHELL Mole Richardson Moviolas « Rewinders 
James Kern, director: “The Walter Winchell 16mm Bardwel McAlister Tables « Splicers 


Show.” * (Desilu Prods.) with Walter Win- 
chell. Jerry Thorpe, director. 


35mm Standard 
35mm Hi-Speed 


Colortran 
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Viewers (CECO) 
GRIP EQUIPMENT 
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James Kern, director: “December Bride,” * 
(Desilu Prods.) with Spring Byington and 
Frances Rafferty. Fred de Cordova, director. 


@ Nick Musuraca, ASC, 
(Desilu Prods.) with Warren Andersen. An- 
drew McLaglen and James Kern, directors. 


@ Joe Novak, ASC, “Official Detective,” * 
(Desilu Prods.). Lee Sholem, director. 


~ * (De 
Frank 


@ Howarp Scuwartz, “Wyatt Earp, 
silu Prods.) with Hugh O'Brian. 
MacDonald, director. 
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@ CuHartes Srraumer, “Adventures of Jim 
Bowie,” * (Desilu Prods.) with Scott Forbes. 
George Archainbaud, director. 


PARAMOUNT 
@ Haskett Boces, “Hear Me Good,” with 
Hal March and Merry Anders. Don McGuire, 


producer-director. 


(Caul- 
William 


@ Georce Ciemens, ASC, “Sally,” * 
ross Prods.) with Joan Caulfield. 
Asher, director. 


PARAMOUNT SUNSET 


@ Fitoyp Crossy, ASC, “The Court of Last 
Resort.” * (Walden Prods.) Various directors. 


REPUBLIC STUDIOS 


@ Epwarp CoLman, ASC, “Dragnet,” * 
(Mark VII Prods.) with Jack Webb and 
Ben Alexander. Jack Webb, director. 


@ Wittiam Dantets, ASC, “General Electric 
Theatre.” * (Revue Prods.). James Stewart, 
director. 


@ Hers Kirkpatrick, “Wagon Train,” * 
(Revue Prods.). Robert Florey, director. 

@ Lionet Linpon, ASC, “General Electric 
Theatre,” * (Revue Prods.). John Brahm, 
director; “Schlitz Playhouse of Stars,” * 
(Revue Prods.). Don Weis, director. 

@ Ray Rennawan, ASC, “Wells Fargo,” * 
(Overland Prods.) with Dale Robinson. 
Earl Bellamy, director; “Manhunt.”* (Re- 
vue Prods.). John Peyser, director; “State 
Troopers,” * (Revue Prods.) with Rod 
Cameron. Ross Lederman, director; “Suspi- 


cion.” * (Revue Prods.). James Nielsen, 
director. 
@ Jack Marta. “The Crooked Circle.” 


(Ventura Prod.) with John Smith and Fay 
Spain. Joe Kane, director. 


@ Joun Russett, ASC, “Suspicion,” * (Re- 
vue Prods.). James Nielsen, director: “Heinz 
Studio 57,” * (Revue Prods.). Harry Horner, 
director: “Alfred Hitchcock Presents,” * 
(Revue Prods.). Alfred Hitchcock, director. 


@ Wittiam Sickner, ASC, “Restless Gun,” * 


(Window Glenn Prods.). Edward Ludwig, 
director; “Manhunt,”’* (Revue Prods.). 


Robert Florey, director: “Schlitz Playhouse 
of Stars.” * (Revue Prods.), Paul Henreid. 
director. 


@ Exits THackery, ASC, “Wells Fargo,” * 
(Overland Prods.) with Dale Robinson. Earl 
Bellamy, director; “State Troopers.” * (Re- 
vue Prods.) with Rod Cameron. Ross Leder- 
man, director. 


ASC, “Heinz Studio 
Justis Addiss, direc- 


@ Gitpert WARRENTON, 
57.° * (Revue Prods.). 
tor. 


HAL ROACH STUDIOS 


@ Epwarp Firzceratp, ASC, “The Gale 
Storm Show, * with Gale Storm and ZaSu 
Pitts. William Seiter and Charles Barton, 
directors. 


@ Pavut Ivano, “Stories of John Nesbitt,” * 
with John Nesbitt. Various directors. 


RKO-PATHE 
@ Cuartes Burke, “Dick Powell's Zane 
* Aucust, 1957 


”-* 


(Four Star Prods.) with 
Various directors. 


Grey Theatre, 


Dick Powell. 


@ Georce Diskant, ASC, “Mr. Adam & 
Eve,”* (Bridget Prods.) with Ida Lupino and 
Howard Duff. Richard Kinon, director; “Al. 
coa-Goodyear Theatre.”* (Four Star Prods.) 
Various directors. 


@ Guy Ror, ASC, “Richard Diamond.” * 
Mark Sandrich, Jr., director: “Alcoa-Good- 
year Theatre,’* (Dayton Prod.). Alvin 
Ganzer, director; “Trackdown,” * (Four Star 
Prods.). Various directors. 


@ Witttam SKaAtt, ASC, “The Real 
McCoys,”* (Brennan Westgate Prods.) with 
Walter Brennan. Hy Averback, director. 


SUTHERLAND STUDIOS 


@ Gitsert Warrenton, ASC, “Joan and the 
Highway,” (Promotional film for U.S. Steel 
Co.) with Craig Stevens and Lola Albright. 
John Sutherland, producer-director. 


20TH CENTURY-FOX 


@ Bryvpon Baker, “Ambush at Cimarron 
Pass.” (Regal Films) with Brian Donlevy 
and Jay C. Flippen. Edward Bernds, director. 


@ Witrrrip Cruine, ASC, “April Love,” 
(CinemaScope & Color; shooting in Lexing- 
ton, Ky.) with Pat Boone and Shirley Jones. 
Henry Levin, director. 


@ Ernest Hatter, ASC, “The Violent Road,” 
with Gene Raymond and Wayne Morris. 
Hubert Cornfield, director. 


@ JosepH, MacDonatp, ASC, “The Young 
Lions,” (CinemaScope: shooting in France) 
with Marlon Brando and Joan Woodward. 
Edward Dmytryk, director. 


@ Witttam Metior, ASC, “Peyton Place,” 
(Jerry Wald Prods.; CinemaScope) with Lana 
Turner and Lloyd Nolan. Mark Robson, di- 
rector. 


@ Hat Rosson, ASC, “The Enemy Below,” 
(DeLuxe color: CinemaScope) with Robert 
Mitchum and Kurd Jurgens. Richard Powell. 
producer-director. 


@ Joun Nickxoraus, “Young and Dangerous.” 
(Regal Films) with Lili Gentle and Mark 
Damon. William Claxton, director. 


UNIVERSAL INTERNATIONAL 


@ Artuur Artinc, ASC, “Christmas in Para 
dise,” (Color) with Dan Duryea and Jan 
Sterling. Jack Sher, director; Pepsi Cola 
commercial.* Wil Cowan, director. 


@ James Drovucut, Marlboro, Chet Lauck 
Billboard, and Johnson Wax commercials.* 


Jack Daniels, director: Du Pont commer- 
cial.* Virgil Vogel, director. 


@ Cart Gururir, ASC, Kellogg commercial.* 
John Sherwood, director. 


@ Puup Latrurop, Walter Lantz commer 
cial.* Jack Daniels, director. 


@ Harowp Lipstern, ASC, De Soto commer- 
cial.* John Sherwood, director. 


@ Arex Puiips, “The Western Story,” 
(CinemaScope & Color; shooting in Mexico) 
with Jock Mahoney, Gilbert Roland and 
Linda Cristal. George Sherman, director. 


(Continued on Page 540) 
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rapher, 1782 No. Orange Drive, Hollywood 28, Calif. Forms close 15th 
of month preceding date of issue. No discount on Classified Advertising. 
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STUDIO & PRODUCTION EQUIPMENT 








16MM PRODUCERS—LOOK AT THESE VALUES! 
NEW 16MM GREEN MOVIOLAS with rec- 
$ 395.00 


tangular picture 
RCA 400 OPTICAL/MAGNETIC 1émm Sound 
Projector, separate speaker, automatic cord 


reel. $900.00 value ..... 495.00 
B&H FILMORAMA CinemaScope type lens for 

Cine Special I! with all projector at- 

tachments, $750.00 value 395.00 
FILMLINE R15 REVERSAL PROCESSOR, with 

1200’ magazine, air compressor, siphon 

pump, $3100.00 value.............. wevecse 2p400.00 


NEW E-Z 8/16 FILM SPLICERS, non- 1-magnetic, 
butt splice . 34.95 

NEW TORQUE MOTORS for take- Ups. 55.00 

DURALUMINUM BLIMPS, SPONGE- LINED | for 
1200’ Maurer or other cameras with ver- 
tical mounted meas 1.D. 18%,”%x10%”x 
25%" high. Closeout .............. 

MAURER MODEL E RECORDING SYSTEM. 
Includes Type 10 Recorder; V.D. gal- 
vanometer; 400’ magazine; 4 pos. mixer 
amplifier; noise reduction; power supply; 
voltage requiator, cables and cases. 
$10,500 value . . 5,995.00 

BEAUTIFUL MAURER 05 “CAMERA, 2 “mags 
2 motors, viewfinder, sunshade, trunk. " 2,495.00 

NEW AURICON CINEVOICE turret sound 
camera with 400% magazine conversion. 
Includes extra zoom lens door: amplifier. 
mike, etc. Demonstrator. $1,309.00 value. 
REDUCED FOR CLEARANCE : 

HALF PRICE SALE—NEUMADE STORAGE 
RACKS & CABINETS 
Used MM-102 CABINETS—hold 100-400’ 
reels 
er MM- 184 ‘CABINETS— hold 250-400’ 
eels . 149.50 
tees RK-102 RACKS—hold 200-400’ reels 87.50 

AMERICAN CINEMATOGRAPHER HAND- 

BOOKS, 8th Edition, '% price 2.50 

WESTERN ELECTRIC 639 CARDIOID Micro- 
phones, $236.00 value 169.50 

HOUSTON RUBBER SQUEEGEES, soft, pliable 
wiper blades, for 16 or 35mm _ processors 
or cleaners. Per dozen, $1.50; per 100 9.00 

TRADES TAKEN Phone PL 7-0440 Cable: SOSOUND 

$.0.S. CINEMA SUPPLY CORPORATION 
602 W. 52nd Street, New York 19—Dept. fc 
Western Branch—6331 Holly’d Blvd., Holly'd, Calif. 
Phone Ho 7-2124 


295.00 


795.00 


99.50 





OVER 200 B&H 35MM EYEMOS SOLD AT AUCTION 
BUY YOURS HERE AT THE RIGHT PRICE—75°% OFF LIST 
Guaranteed Perfect Performance—NOT Sold As Is 
Bell & Howell Eyemo Q with 3 lens spider 
turret, motor mount, 2” B&H lens, 400’ 


magazine and drum type finder $295.00 
Trunks (Model A) for camera, lenses, etc. 14.95 
Trunks (Model B) for camera, mags., lenses, 

etc. . ilaaloidinanseniiin , ; 29.50 
B&H 400’ Magazines—plastic, $29.50; Metal 59.50 
oe keer 14.95 
Eyemo Motors 12, 24 or 115 volt. From 55.00 


B&H Eyemo & with 3 lens spider turret, 3 
lenses, motor & cable, 2 magazines, posi- 
tive Inder, 3 objectives and trunk. ONLY... 495.00 

TRADES TAKEN Phone PL 7-0440 Cable: SOSOUND 

$.0.$. CINEMA SUPPLY CORPORATION 
602 W. 52nd Street, New York 19—Dept. fe 
Western Branch—6331 Holly'd Bivd., Holly'd, Calif. 
Phone HO 7-2124 


PROFESSIONAL LENS IN ‘‘C'’ MOUNTS 


Cost Sale 
25mm Gauss Tachar F.2 $235.00 $150.00 
50mm F.2 $235.00 $150.00 
75mm F.2 $280.00 $175.00 

100mm F.2 $335.00 $210.00 
150mm F.2.3 $310.00 $190.00 
300mrr F.5 $219.00 $135.00 


Matched Set—Made in Germany 
(If purchased as a set, $975.00.) 
R. M. BARTLETT 


15200 Kercheval, Grosse Pointe Park 30, Michigan 


WIDE SCREEN oouen neniee-enbe your own! B&H 
DL camera, Taylor-Hobson 25mm f/1.9 lens, 
and Filmorama camera door only, equipped with 
3 wide-screen  finder-objectives B&H = Filmorama 
onamorphic lens (original price: $585.00}; mount- 
ing brackets for camera and B&H 202 projector. 
Excellent condition—complete outfit a real bargain: 
$650.00 ADVENTURAMA PRODUCTIONS, Barry- 
town, N.Y. 


CINE SPECIAL II with 15mm, 25mm, 102mm, 152mm 
Oktar lenses plus finders, 63mm Ektanon lens with 
finder—top condition, plus case: $950.00 com- 
plete. ADVENTURAMA PRODUCTIONS, Barrytown, 
N.Y 


MORE 35MM SPECIALS FROM OUR VARIED STOCK 


HOUSTON 35mm N-35 JROCESSORS, nega- 
tive/positive. Include refrigeration, recir- 
culation, airpump, temperature’ control. 
Speeds to 1200’ per hour. Gov't paid 
$8,000.00. 

Recondiioned.... $1,995.00: Used............ 

PETERSON MASSIVE ‘ANIMATION STAND 
with motorized zoom, air platen, all move- 
~ one sliding cellboard. $6,500 value, 
liken 3,995.00 


1,495.00 


MITCHELL 110V. AC/DC WILD> “MOTOR 
w/tachometer. $525.00 originally..... 349.50 
MOVIOLAS WITH 3” MAGNIFIED PICTURE, 
automatic take-ups, — condition. 
(Add $125.00 for 3%,%x4” viewing 
screen) ............ 189.00 
CECO BALANCED WV ‘TRIPOD HEADS, "$425.00 
value, like ne 239.50 
DOLLY TRACK WITH “CONNECTORS, “5. 10’ 15’ 
lengths, per ft. .. 4.95 
With self-leveling screws, per ieee 5.95 
NEW MAGNETIC PLAYBACK UNIT for Film 
Phonographs, w/preamplifier, transformer 
& mtg. bracket - entanidiiiieeiiieemiaamais: ara 
DEPUE AUTOMATIC. “LIGHT CONTROLS—al - 
most 7 off price. Twin 75 scene........ 695.00 
CAMERAFLEX (CINEFLEX) 200’ Magazines. 
(Convertible to Arriflex) ....000000.00....-.-.-ceee 19.50 
RCA PHOTOPHONE OPTICAL RECORDING 
Systems. complete with mixer, amplifier, 
2-1000’ magazines; syncmotors; mike, 
cables & cases. Rebuilt, from... 5,375.00 
NEW CL-2 NEUMADE 35mm CLEANING MA- 
CHINES—2000’ capacity. $425.00 regular- 
ly. SURPLUS SEE ES ROE ES rE 295.00 
(For conversion to 16/35mm add $50). 
FAMOUS VISTARAMA ANAMORPHIC LENSES 
for Mitchell, Arriflex, etc. $5000 value, 
make CinemaScope compatible pictures...... 1,000.00 
NEW ACE FILM SPLICERS—non-magnetic, butt 
or lap all sizes. 
8/16/35/70mm. Deluxe Model.. a 69.50 
Std. Model .......... Sees 59.50 


TRADES TAKEN Phone PL 7-0440 Cable: SOSOUND 
$.0.S. CINEMA SUPPLY CORPORATION 
602 W. 52nd Spreet, New York 19—Dent. fc 
Western Branch—6331 Holly’d Bivd., Holly'd, Calif. 
Phone HO 7-2124 





WALL 35mm. sound cameras, two lenses, two mago- 
zines, $1550.00. Motor 12-24 V for Wall camera, 
new, $100.00. Viewfinder, Mitchell, new, $125.00. 
19 covers (doors) for Eyemo cameras, new and 
used, lot $110.00. Magazines, B&H 400 ft., used, 
$45.00; Wall, $55.00. Akeley camera motors, 24-V 
with Tachometer, $55.00. Baby tripods, Akeley, 
new, $40.00 each; Standard, $60.00 each. JACK 
WALTON, P.O. Box 1457, Tampa, Fla. 





16MM HOUSTON-K-IA . . developing machines. 
For reversal or positive film. Complete with re- 
frigerator units, temp controls, condensors, etc. 
BRAND-NEW, prices reduced. Also all STAINLESS 
STEEL mode! A-11B. Neumade film washer, 35mm 
EYEMO cameras, spider turrets, large selection of 
Eyemo lenses, 35mm x 1000 film. AIR PHOTO 
SUPPLY, Dept. C-1, 555 East Tremont Ave., New 
York 57, New York. 





FOR SALE 
Used late model MAURER cameras and recorders. 
Economically priced. Write for details. 
CAMERA EQUIPMENT COMPANY, INC. 
315 West 43rd Street, New York 36, New York. 





FILM PROCESSING MACHINERY 
Rebuilt trade-ins, demonstrators, etc. Black-and-white 
and color. All makes. Low prices. Send for lists. 
—" CORPORATION, Erna Street, Milford, 
onn. 





BALTAR lenses coated in Mitchell mounts. Guaranteed 
perfect. Almost new. 1/3 off list. Write Box 1249, 
AMERICAN CINEMATOGRAPHER. 


CINE Special Series 1. Perfect. 1° lens. $400.00. 
Write Box 1250, AMERICAN CINEMATOGRAPHER. 





PRECISION Magnetic Heads for Saginsen 
Erase - Record - Playback 
STANCIL-HOFFMAN CORPORATION 
921 North Hichiand Avenue 
Hollywood 38, California 
WE GUARANTEE our Cine-Voice 400 lost can conversion 
to give perfect wow-free sound. PROFESSIONAL 
CINE PRODUCTS 





Industry 


AMERICAN CINEMATOGRAPHER 


FOR SALE 
MAGNERECORDER amplifier PT-6-J & transport 
el RE eee $4 
MAGNERECORDER transport PT-6-AH with 3 
position mixer PT-6-P and power supply 
PT-6-PS with cases ....... sicchliaidinticoniiainaieg ae 
PRESTO console turntable—33 “& 78 RPM. 
with equalizer and tone control, fitted with 


ae 190 pick-up Diamond & 
130-H Pre-amplifier ........... “ $300.00 
MINITAPE—Stancil Hoffman ..............--....-0000----- $ 75.00 


McLARTY PICTURE PRODUCTIONS 
45 Stanley Street Buffalo 6, N.Y. 


FOR SALE: 35MM _ ARRIFLEX CAMERA AND BLIMP 
WITH SYNC AND WILD MOTORS, 32MM _ LENS, 
50MM LENS, 75MM _ LENS, FOUR 400 FT. MAGA- 
ZINES AND COMPLETE ACCESSORIES. ALSO 16MM 
SINGLE SPROCKET STANCiL HOFFMAN PORTABLE 
SYNCHRONOUS TAPE RECORDER WITH MICROPHONE 
AND ACCESSORIES. CONTACT DAVID PEDRICK, 
8839 WOODLEY AVENUE, SEPULVEDA, CALIFORNIA. 
TELEPHONE: EMPIRE 2-085). 


MITCHELL 16mm—complete and perfect! 6 T-stop 
Baltar lenses, 4-400 ft. magazines, 12v. and 220v. 
motors, finder, matte-box, tripods, hi-hat, filter 
holders, C-mount lens adapter, cases. Over 
$7,000.00 when new. Yours for $3,900.00. BOX 
1275, AMERICAN CINEMATOGRAPHER. 











ADD filter slot to any Auricon Cine-Voice or Pro. 
PROFESSIONAL CINE PRODUCTS, 6055 Ridgecrest, 
Dallas, Texas. 





CONVERT your K-100 to motor driven 1200 ft. ca- 
pacity camera. PROFESSIONAL CINE PRODUCTS, 
6055 Ridgecrest, Dallas, Texas. 





ADD a critical focus to any turret model Cine-Voice. 
PROFESSIONAL CINE PRODUCTS, 6055 Ridgecrest, 
Dallas, Texas. 

MITCHELL BLIMP, 16mm with extra cam plates, cost 
$1,500.00, sell for $1,000.00. Mitchell 16mm tripod 
and friction head, cost $450.00, sell for $350.00. 
Holywood Senior 16mm picture and sound printer, 
50’ per minute, only $475.00. Rangertone '/,” sync- 
pulse tape recorder, cost $5,000.00, sell for 
$1,500.00. Neumade 16mm 4-gang synchronizer with 
frame and footage counter, only $80.00. 3-Cine 
Special 100’ chambers converted to use 400’ Mitchell 
magazines; complete with magazines, $350.00 each 
or $900.00 for all three 16mm ‘'C’’ mount lenses, 
13mm Elgeet F/1.5, Cooke 150mm F/4.5, Kodak 
150mm F/4.5, $50.00 each. Everything in excellent 
condition. SPORTSREEL PRODUCTIONS, 1114 Carlton 
Street, Berkeley 2, California. Phone: THornwall 
3-9662. 








WANTED 





THE VOICE OF 31 YEARS EXPERIENCE 
WE BUY + SWAP * SELL * CONSIGN 
AND WE'LL GET YOU MORE THAN ANYONE ELSE 


Cameras, Dollies, Lenses, Lights, 
Moviolas, Printers, Recorders, 
Studio or Laboratory Equipment 


you don't need. 

WE ALSO TAKE CONSIGNMENTS. 
SET YOUR OWN PRICE—WE WORK 
ON SMALL PRECENTAGE. 
Telegrams-WUX New York, 


Phone PL 7-0440 
$.0.$. CINEMA SUPPLY CORPORATION 
Dept. fc Cable: SOSOUND 
602 W. 52nd Street New York 19, N. Y. 
Western Branch—6331 Hollywood Bivd. 
Hollywood, Calif., Phome HO 7-2124 


WANTED TO BUY FOR CASH 
CAMERAS AND ACCESSORIES 
MITCHELL, B & H, EYEMO, DEBRIE, AKELEY ALSO 
LABORATORY AND CUTTING ROOM EQUIPMENT. 
CAMERA EQUIPMENT COMPANY 
315 WEST 43RD STREET, NEW YORK 36, N. Y. 
CABLE: CINEQUIP 


TRY F&B LAST 
FOR THE HIGHEST QUOTE ON 
USED MOVIE EQUIPMENT 
FLORMAN & BABB 
68 W. 45th ST., N. Y. 36, N. Y. 


WHY SACRIFICE 
your production and struggle with old or used 
equipment when we can trade for cash or new equip- 
ment. Let us know what you have and what you need. 
THE CAMERA MART, INC. 
1845 Broadway Plaza 7-6977 New York 23, N.Y. 
(Continued on Next lage / 











* Aucust, 1957 e 539 








Classified Ads 


Cantinued tram Preceding Page! 








WANTED 
Mitchell - Akeley B&H - Wall - Eyemo 
Cameras Lenses — Equipment 


NATIONAL CINE EQUIPMENT, INC. 
209 West 48th St. New York, N.Y. 





CASH for used Micro or Morse developing outfit 








State condition and lowest price. GLOEB, 2922 
Spring, Omaha 5, Nebraska 
ASSIGNMENTS WANTED 
FILM ASSIGNMENTS New York area. Scenic, stock 
shots, newsreels, industrials, featurettes creatively 


filmed to your specifications. ACORN FILMS, 168 
W. 46th St., N. Y. C. Call Judson 6-2272 


JAPAN, KOREA, OKINAWA, FORMOSA, & FAR-EAST, 
16-35 NEWS, DOCUMENTARY, PRODUCTION WORK. 
THE MOST EXPERIENCED & CAPABLE NEWSREEL 
TEAM IN ENTIRE FAR-EAST WITH U. S. DEPT. OF 
DEFENSE ACCREDITATION: ZENIER BROS. TV NEWS 
PRODUCTIONS, 385 2-CHOME, SENDAGAYA. SHI- 
BUYA-KU, TOKYO, JAPAN. CABLE ADDRESS: 
ZENIER TOKYO 

FLORIDA and this section of the world. Any type 
assignment—Production, Shorts, Commercials, etc 


Color, B&W, Sound, Silent, 35mm, l6mm. Mitchell 
equipment includes Hi-Speed Studio faciliites, 
25’x40’ stage. 28 years experience—!4 years staff 
RKO-Pathe 1.A.T.S.E HOWARD WINNER, 11050 
S.W. 80th Ave., Miami, Florida. Phone: Mohawk 
7-3127 





FILM ASSIGNMENTS Southern § California, Arizona 
areas. Scenics, stock shots, short subjects, indus- 
trials. 16mm color or black-and-white. Reasonable 
price quotations. Specify your needs. Formerly with 
PATHE NEWS. HENRY BEACH ASSOCIATES, 8585 
Walnut Drive, Hollywood 46, Calif. Phone Oldfield 
4.1865. 


EUROPEAN COVERAGE alli countries. Stock shots 
available. 20 years experience, see International 
Almanac. JOHN BYRD. 27 Arthur Road, London, 
S.W. 19, England 





LABORATORY & SOUND 





SOUND RECORDING at a “reasonable cost. High 
Fidelity 16 or 35. Quality quaranteed. Complete 
studio and laboratory services. Color printing and 
lacquer coating. ESCAR MOTION PICTURE SERVICE, 
INC., 7315 Carnegie Avenue, Cleveland 3, Ohio. 
Phone Endicott |-2707 





ROCKY MOUNTAIN 16MM HEADQUARTERS 
16mm Black & White and Anscochrome—Processing— 
Printing — Recording — Editing — Production — Rental 
Sales. All types of film in stock. 
Write for Price List. 
WESTERN CINE SERVICE, 
114 E. 8th Ave., Denver 3, Colorado. 


INC. 
TAbor 5-2812 


16mm SOUND and picture editing—sound recording— 
music—effects. DON DUNN'S EL RANCHO AUDIO, 
near Palos Verdes and L.A. Harbor, 26246 Fairview 
Avenue, Lomita, Calif. DAvenport 6-4925. 








STOCK FOOTAGE WANTED 





STOCK SHOT FOOTAGE 
WILL PURCHASE selected footage, !6mm or 35mm, 
color or black-and-white, suitable for commercial 
library. Payment based on subject matter and photo- 
graphic quality. Submit films or description to 
Elmer Dyer, ASC, 
WORLD WIDE FILMS 





108 So. La Jolla, Hollywood 48, California 
Phone: WeEbster 9-8308 

To Sell To 

THE MOTION PICTURE INDUSTRY 

YOU 

NEED 

AMERICAN 

CINEMATOGRAPHER 











AMERICAN CINEMATOGRAPHER 


PHOTOGRAPHIC ASSIGNMENTS 


(Continued from Page 538) 


Wind in Eden,” 
shooting in Italy) 
and Jeff Chandler. 


@ Enzio Serarin, “Raw 
(CinemaScope & Color; 
with Esther Williams 
Richard Wilson, director. 
commercial.* 


@ Cuartes Wexsorn, Dodge 


Virgil Vogel, director. 
WARNER BROS 


@ Wittiam Corner, “Fifteen Bullets from 
Fort Dobb,” (shooting in Kanab, Utah) with 


Clint Walker and Virginia Mayo. Gordon 
Douglas, director. 

@ Ep Dupar, ASC, Falstaff Beer commer- 
cial.* Mel Dellar, director. 


commercial.* Dave Monahan,  direcor: 


Standard Oil commercial.* Harold Daniel, 
director. 
@ J. Peverert Martey, ASC, “The Left 


Handed Gun,” with Paul Newman and Lita 
Milan. Arthur Penn, director. 
Puitirps, General Electric 
Mel Dellar, director. 


@ FRANK com- 


mercial.* 


@ Joun Sertz, ASC, “The Deep Six,” (Jaguar 


Prod.) with Alan Ladd and Dianne Foster. 
Rudy Mate, director. 
@ Harotp Stine, ASC, “Cheyenne,” * with 


Clint Walker. Pete Adrian, director; “Sugar- 





@ James Wonc Howe, ASC, “The Old man foot.” * Leslie Martinson, director; “Mav- 
and the Sea,” (WarnerColor) with Spencer  ¢tick.” * Bud Boetticher, director. 
Tracy. John Sturges, director. 
@ Harorp Werttman, ASC, Green Camay 
@ H. F. Koenexamp, ASC, Gillette Razor commercial.* Mel Dellar, director. 
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“To deliver a lot of light where it is 
needed most! use ‘NATIONAL’ carbons.” 





THE “NATIONAL” CARBON ARC... 
NOTHING BRIGHTER UNDER THE SUN. 





elite). 





CARBIDE The terms “National” and “Union Carbide’ are registered trade-marks of Union Carbide Corporation 
NATIONAL CARBON COMPANY «© Division of Union Carbide Corporation « 30 East 42nd Street, New York 17, N. Y. 
Sales Offices: Atianta, Chicago, Dallas, Kansas City, Los Angeles. New York, Pittsburgh, San Francisco. Im Canada: Union Carbide Canada Limited, Toronto. 














Exacting 
Color Specifications 





. -- Highest Quality 
Every Time 





* true fidelity color duplicates which 


‘ a go far beyond mere color balancing. 
That’s because 


quality control is the very 
heart of byron’s. exclusive * negative-positive color processing 





color-correct process... . using EK 35mm and l6mm negative for 


l6mm release. 
For information and price list, write, phone or wire 


byr ©) rr Studios and Laboratory 


1226 Wisconsin Ave., N.W., Washington 7, D.C. 
FEderal 3-4000 





PRACTICALLY EVERY 16MM FILM PRODUCER IN THE WESTERN HEMISPHERE IS A CLIENT OF BYRON 





